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H. P. Lovecraft died in obscurity. This is, when reflecting on the fame that he and his work would amass after his death, extraordinarily ironic. H. P. Lovecraft, or Howard Phillips Lovecraft as his full name read, was born to Winfield Scott Lovecraft and Sarah Susan Phillips Lovecraft “at 9 a.m. on August 20, 1890, at 194 (renumbered 454 in 1895/96) Angell Street on what was then the eastern edge of the East Side of Providence” (Joshi 2004, 10), in the American state of Rhode Island. His life was not an easy one. In April 1893 his father was stricken by an illness that “forced him to remain in Butler Hospital in Providence until his death in July 1898” (Joshi 2004, 13). Lovecraft was extremely young when his father took ill, and his hospitalization served to “bring the two-and-a-half-year-old Howard more closely than ever under the influence of his mother, his two aunts (both of whom, as yet unmarried, were still residing at 454 Angell Street), his grandmother Robie, and especially his grandfather Whipple” (Joshi 2004, 17). Over the next fifteen years, Lovecraft would also lose his grandmother, his grandfather, and, because of his grandfather’s death, much of the money he and his mother had access to, as “Whipple left an estate only valued at $25,000, of which $5000 went to Suzie and $2500 to Lovecraft” (Joshi 2004, 60); this in turn forced them to leave the house of Lovecraft’s birth.​[2]​
The boy was very much kept under the wing of his mother, who, especially after her husband’s death, “both spoiled Lovecraft and was overprotective of him” (Joshi 2004, 41). It has also been claimed that she “lavished both her love and her hate on her only child” (qtd. in Joshi 2004, 85). The most disturbing effect of the latter emotion is probably Suzie’s view of Lovecraft’s physical appearance. Their neighbor, Clara Hess, one day called on Suzie, and would later note that “Mrs. Lovecraft talked continuously of her unfortunate son who was so hideous that he hid from everyone and did not like to walk upon the streets where people could gaze at him” (qtd. in Joshi 2004, 85). Lovecraft would continue live alone with his mother until 1919, when Suzie took ill and was “admitted to Butler Hospital, where her husband had died more than twenty years before and where she herself would remain until her death two years later” (Joshi 2004, 191). Suzie’s absence set Lovecraft free. He was now able to travel, spend time with friends, and, to a certain extent, do as he pleased. Shortly after his mother’s death, Lovecraft would meet Sonia Greene, and in 1924 the two would be married and living together in New York. The marriage did not last, and in 1926 Lovecraft returned to Providence, alone. In 1936, he would be diagnosed with “[c]ancer of the small intestine” (Joshi 2004, 628). H. P. Lovecraft would die “early in the morning of March 15, 1937. He was pronounced dead at 7.15 a.m.” (Joshi 2004, 631), at the age of 46.
The above is a short summary of Lovecraft’s life. One facet has not been mentioned, however: Lovecraft was a writer. In the course of his life “[he] wrote scores of essays, hundreds of poems, and tens of thousands of letters, but it is primarily his stories that have captured the imaginations of readers around the world” (Schultz 199). It is uncertain how many stories he wrote. In “From Microcosm to Macrocosm: The Growth of Lovecraft’s Cosmic Vision,” David E. Schultz notes that “[Lovecraft’s] original fiction amounts to perhaps sixty stories; by his own reckoning, only forty-five could be admitted as compositions worth preserving, and even then he professed dissatisfaction with most of them” (199). Lovecraft wrote horror stories, and most of his work can be placed in the subgenre of horror called ‘weird fiction.’ Lovecraft himself described ‘weird fiction’ as follows:
Such writing [mundane horror stories], to be sure, has its place, as has the conventional or even whimsical or humorous ghost story where formalism or the author's knowing wink removes the true sense of the morbidly unnatural; but these things are not the literature of cosmic fear in its purest sense. The true weird tale has something more than secret murder, bloody bones, or a sheeted form clanking chains according to rule. A certain atmosphere of breathless and unexplainable dread of outer, unknown forces must be present; and there must be a hint, expressed with a seriousness and portentousness becoming its subject, of that most terrible conception of the human brain—a malign and particular suspension or defeat of those fixed laws of Nature which are our only safeguard against the assaults of chaos and the daemons of unplumbed space. (Lovecraft 1973, 15)
In short, Lovecraft believed that weird fiction did not deal with ghosts and goblins, but with more terrible things, and with incredible forces from outside the sphere of human knowledge. This describes much of his work. His stories often deal with inhuman aliens who encroach upon mankind’s territory, for example in “The Colour Out of Space,” with the remains of ancient, pre-human, civilizations, for example in At the Mountains of Madness, and with the presence of powerful cosmic forces, for example in “The Call of Cthulhu.” The central themes of Lovecraft’s tales, “the soul-shattering consequences of self-knowledge … denied primacy … forbidden knowledge … illusory surface appearances … unwholesome survival … [and] oneiric objectivism” (Burleson 135-136), all link up with the concepts behind weird fiction. It is true that Lovecraft also wrote stories that shy away from horror, such as his fantasy stories, for example “The White Ship” and “The Cats of Ulthar.” The source of his fame, however, rests with his weird fiction, and specifically with the stories he wrote after his return from New York. Schultz states: 
The inescapable truth is that Lovecraft’s fame lies in only a dozen or so stories written between 1926 and 1935; that only his late fiction contains the elements by which we characteristically refer to his work as Lovecraftian. His early minor tales receive our attention primarily because they anticipate the later works. They contain the seeds that may have withered and died following a homecoming that could have remained only a humiliation but which instead became Lovecraft’s triumph. (199-200)
The handful of stories that Schultz refers to can be considered to be at “the absolute heart of [Lovecraft’s] myth … what most rabid Lovecraftians continue to call, almost in spite of themselves, the ‘great texts’” (Houellebecq 2006, 40-41). These include “The Call of Cthulhu,” “The Colour Out of Space,” At the Mountains of Madness, and “The Shadow Out of Time” (Houellebecq 2006, 41).
Perhaps the most important facet of Lovecraft’s work is the manner in which it espouses his philosophy, ‘cosmicism.’ Lovecraft’s philosophy is a multifaceted one: 
Cosmicism is at once a metaphysical position (an awareness of the vastness of the universe in both space and time), an ethical position (an awareness of the insignificance of human beings within the realm of the universe), and an aesthetic position (a literary expression of this insignificance, to be effected by the minimizing of human character and the display of the titanic gulfs of space and time). (Joshi 2004, 319)
This worldview, or more appropriately, universeview, is borne out in many of Lovecraft’s tales. This is especially true for his later work, in which concepts such as the insignificance of humanity, the vast universe that lies beyond of mankind’s perception, and the meaninglessness of human morals, take center stage. Furthermore, the themes listed in the previous paragraph also tie into this philosophy, especially denied primacy, which entails “that as human beings on this planet we were not first, will not be the last, and have never really been foremost” (Burleson 136). Also, as Steven J. Mariconda writes in his essay “Lovecraft’s Cosmic Imagery”: 
H. P. Lovecraft’s weird tales are distinguished by their unique cosmic orientation—the horror stems not from traditional supernatural themes, but from the concept of an indifferent and unknowable universe. During his career Lovecraft evolved a characteristic set of imagery to convey this cosmic horror, imagery reflecting his view of the universe as a vast, purposeless machine. (188)
Cosmicism is the core of Lovecraft’s writing; his philosophy makes his stories what they are.
As noted above, Lovecraft was also an essayist. His most important essay is Supernatural Horror in Literature, in which he “formulated the aesthetics of the story of supernatural horror, summarized the known range of such fiction in masterly fashion, offering a reading list and a point of view for an entire generation of authors and readers” (Bleiler iii). He originally wrote it at the request of W. Paul Cook, who wished to publish such an essay (Bleiler iii). In 1927, Lovecraft finished it and “[i]t soon appeared in [Cook’s] The Recluse, a folio-sized magazine with a dark gray cover featuring a debased version of a Dürer woodcut” (Bleiler iii-iv). In his introduction to an edition of the essay, E. F. Bleiler posits that “[i]t reveals a mind of power and subtlety, a fine critical sense, and a feeling for development and cultural milieu that any historian might envy. Very few of Lovecraft’s judgments have been overturned, even in mainstream criticism, and Lovecraft’s acumen has been praised by critics as diverse as Vincent Starrett and Edmund Wilson” (iv), and also states that “even after nearly fifty years it remains the finest historical discussion of supernatural fiction” (Bleiler viii).
Lovecraft was extremely well-read. His private library consisted of “1500 or so volumes” (Joshi 2003, 48), and included items such as “a 1567 black-letter edition of Ovid … a complete file of Weird Tales, The Fantasy Fan, and other now fabulously rare journals of fantasy fiction … several issues of The Rhode Island Almanac” (Joshi 2003, 47), and “books [and writings] by Darwin, Haeckel, Huxley, Margaret Murray … Santayana, Bertrand Russell, Hobbes, Spinoza” (Joshi 2003, 48), among many other things. As Lovecraft was so well-read, it comes as no surprise that there are also a great many writers who influenced him in his work. These include, but are by no means limited to, Edgar Allan Poe, Arthur Machen, Lord Dunsany, Algernon Blackwood, M. R. James, Guy de Maupassant, and Honoré de Balzac.
When Lovecraft died, there was a very real chance that he and his work would be forgotten. His stories were published primarily in pulp magazines such as Weird Tales and “[i]t is likely that, as he saw death approaching, Lovecraft envisioned the ultimate oblivion of his work, as he had never had a true book published in his lifetime … and his stories, essays, and poems were scattered in a wide array of amateur and pulp magazines” (Joshi 1999, xiii). This would have probably come to pass if it had not been for one man, August Derleth. Derleth was a friend of Lovecraft’s, who, “quite literally at the moment he heard of Lovecraft’s death, conceived of a plan [to undertake full-scale publication of Lovecraft’s major stories]” (Joshi 2004, 634). Over the years that followed, he accomplished this; he even formed, with Donald Wandrei, another of Lovecraft’s friends, “his own small press, Arkham House” (Joshi 2004, 634) to publish Lovecraft’s stories. It is thanks to Derleth that Lovecraft’s work has survived its author’s death.
In the 71 years after Lovecraft’s passing, his work has reached an incredible level of popularity. Today, his stories are published and read in a great variety of editions. In 1995, The Library of America included a collection of Lovecraft’s tales in their series of American literature, which can be interpreted as signaling Lovecraft’s entry into the American literary canon. Critics too have come to see the value of Lovecraft’s work. One of the foremost of these critics is S. T. Joshi, who has written extensively on a great variety of facets of Lovecraft’s oeuvre and has published a biography of Lovecraft, H. P. Lovecraft: A Life. A Life examines every aspect of Lovecraft’s lifetime, from his youth and upbringing, to the creation of his stories and the reading of his literary heroes, to his death and afterlife. If publishers and critics have come to see the value of Lovecraft’s fiction, it should be no surprise that he has also been of great influence on other authors. There are reasons to believe that famous writers such as Stephen King, Jorge Luis Borges and Michel Houellebecq were in some way influenced by Lovecraft.
All writers are touched by other writers; they are all caught in a web of influence. Lovecraft is no exception. When considering this, two sets of questions present themselves. The first set is: how did those who came before Lovecraft influence him, what did he think of his predecessors and how did he incorporate their work in his own? The second set is much the same, but concerns those that came after Lovecraft and were influenced by him. It would be worthwhile to take an in-depth look at these things, to better understand Lovecraft’s work and its effects. To accomplish this, the three most important influences on Lovecraft, Edgar Allan Poe, Arthur Machen and Lord Dunsany, will be examined, as will one particular story from each of their oeuvres that may have influenced Lovecraft. Then, three contemporary authors who may have been influenced by Lovecraft, Stephen King, Jorge Luis Borges and Michel Houellebecq, will be studied, to see how they were touched by the writer from Providence. Also, one story of each of those three authors which may have been inspired by Lovecraft will be considered, to discover if, and if so, how, they utilized his work when creating their own. Ultimately, this will lead to an understanding of the influence that older authors exerted upon Lovecraft and of the influence that Lovecraft in turn exerts upon younger authors.
Chapter 1. Writers Who Influenced Lovecraft: Poe, Machen and Dunsany
In the first half of this thesis, three writers who greatly influenced H. P. Lovecraft will be looked at: Edgar Allan Poe, Arthur Machen, and Lord Dunsany. Each writer will have two sections dedicated to him. In the first, their general influence on Lovecraft will be considered, including the influence they had on Lovecraft’s themes and concepts, and what specific stories were inspired by their work. In the second, a single story of each writer, Poe’s “The Black Cat,” Machen’s “The Great God Pan,” and Dunsany’s “Idle Days on the Yann,” will be examined to discover what effect they had on Lovecraft, and what ties exist between those stories and Lovecraft’s work. In this way a complete picture of the influence that these three writers had on Lovecraft will be created.

1.1 Edgar Allan Poe
Edgar Allan Poe’s writing was of tremendous influence on Lovecraft. Poe was born in Boston, in 1809, to David and Elizabeth Poe, “itinerant stage performers who left him an orphan before his third birthday” (Kennedy xi). During his life, he “produced more than sixty poems, some seventy-odd tales, one completed novel, a long prose poem of cosmological theory, and scores of essays and reviews” (Kennedy xxix), and “introduced into poetry, criticism, and prose fiction many innovations that altered literary culture” (Kennedy xxix). Lovecraft became acquainted with Poe’s writing at the age of eight, and it was this that would “definitely turn Lovecraft into the man and writer we know” (Joshi 2004, 27). It goes without saying that “Lovecraft was influenced principally by Poe’s tales of pure horror” (Joshi 2004, 162). Throughout his life, Lovecraft would remain a great admirer of Poe, and he dedicated an entire chapter of Supernatural Horror in Literature to him. The opening of that chapter illustrates how highly Lovecraft regarded Poe:
In the eighteen-thirties occurred a literary dawn directly affecting not only the history of the weird tale, but that of short fiction as a whole; and indirectly moulding the trends and fortunes of a great European aesthetic school. It is our good fortune as Americans to be able to claim that dawn as our own, for it came in the person of our most illustrious and unfortunate fellow-countryman Edgar Allan Poe. (Lovecraft 1973, 52)
Clearly, Lovecraft considered Poe to be an incredibly influential writer. Also, and most importantly to Lovecraft, Poe made horror fiction into what it is now. According to Lovecraft, “Poe did that which no one else ever did or could have done; and to him we owe the modern horror-story in its final and perfected state” (Lovecraft 1973, 52-53). It is safe to assume that Lovecraft felt that Poe was one of the, if not the, most important horror writers who ever lived.
As Lovecraft thought highly of Poe and was familiar with his work for most of his life, it comes as no surprise that he was greatly influenced by the Bostonian. As Lovecraft only wrote one tale prior to reading Poe, “The Noble Eavesdropper” (Joshi 2004, 31), this influence can be said to encompass virtually his entire oeuvre. This is especially true up to the year 1923 (Joshi 2004, 152). Poe’s influence on Lovecraft’s juvenile work after “The Noble Eavesdropper,” is not immediately apparent, but this changes when Lovecraft writes “The Tomb.” S. T. Joshi argues: 
Poe certainly looms large over the bulk of Lovecraft’s fiction up to at least 1923. We have seen that, for all his enthusiasm for Poe when he first discovered him in 1898, Lovecraft’s juvenile fiction bears relatively few similarities to Poe’s work. This changes abruptly with ‘The Tomb,’ which makes no secret of its borrowings from Poe. (Joshi 2004, 152) 
In tales such as “The Tomb” and “The Outsider,” Lovecraft does not hide the influence of Poe on his work. According to Joshi, these are “Lovecraft’s most obviously Poe-esque tales” (Joshi 2004, 152), and he also notes that those stories “are far from being mere pastiches; [and] that Lovecraft found in Poe a model both in style and in overall short-story construction” (Joshi 2004, 152-153). Lovecraft very much adhered to the manner that Poe created his short stories: “Lovecraft, right from the beginning, intuitively adopted many of the principles of short-story technique which … Poe virtually invented and exemplified in his work” (Joshi 2004, 154). Lovecraft also modeled himself on Poe in his style of writing. Two features spring to mind here: Lovecraft’s heavy use of adjectives, which Joshi sees as “[t]he most obvious stylistic feature common to both Poe and Lovecraft” (Joshi 2004, 153), and Lovecraft’s idiom: 
[I]t is undeniable that the idiom Lovecraft evolved in his early tales—dense, a little overheated, laced with archaic and recondite terms, almost wholly lacking in “realistic” character portrayal, and almost entirely given over to exposition and narration, with a near-complete absence of dialogue—is clearly derived from Poe. (Joshi 2004, 153) 
Of note is also Lovecraft’s early poetry, which was influenced greatly by Poe. In his essay “Lovecraft’s Fantastic Poetry,” Joshi writes: “…most of Lovecraft’s early fantastic poetry is ‘Poesque rubbish.’ What this means is that Lovecraft, while developing the knack of imitating Poe’s metre and rhythm-patters ably enough, found nothing of his own to say in most of this body of work” (Joshi 2003, 195). So, certainly in the early stages of his writing, Lovecraft very much took after Poe. It is interesting to note that he was aware of this and, certainly in his prose work, “spent the better part of his fictional career in attempting to escape—or, at least, to master or refine—the stylistic influence of Poe” (Joshi 2004, 153-154); this suggests that for all his admiration of Poe, Lovecraft did want to create his own stories.
There are also many specific characteristics of Lovecraft’s stories that were influenced by the Bostonian writer. One interesting tie is that the protagonist of “The Tomb” is very much like Poe’s standard protagonist. Lovecraft himself defined Poe’s protagonists as being “generally a dark, handsome, proud, melancholy, intellectual, highly sensitive, capricious, introspective, isolated, and sometimes slightly mad gentleman of ancient family and opulent circumstances; usually deeply learned in strange lore, and darkly ambitious of penetrating to forbidden secrets of the universe” (Lovecraft 1973, 59). The main character of “The Tomb” describes himself as follows: 
My name is Jervas Dudley, and from earliest childhood I have been a dreamer and a visionary. Wealthy beyond the necessity of a commercial life, and temperamentally unfitted for the formal studies and social recreations of my acquaintances, I have dwelt ever in realms apart from the visible world; spending my youth and adolescence in ancient and little-known books, and in roaming the fields and groves of the region near my ancestral home. (Lovecraft 2001, 1)
The description Lovecraft gives of Poe’s standard protagonist is very much like the description of the protagonist of Lovecraft’s own story. Another tie between “The Tomb” and Poe’s fiction is “the theme of psychic possession … [which] is in this instance very likely derived from Poe’s ‘Ligeia’” (Joshi 2004, 157). In both “The Tomb” and “Ligeia,” deceased characters, Lady Ligeia in Poe’s story and Jervas Hyde in Lovecraft’s story, through mysterious means take possession of the mind of other characters. “The Outsider” can be considered “[p]reeminently … an homage to Poe” (Joshi 2004, 253), and Lovecraft himself thought that “[it represented his] literal though unconscious imitation of Poe at its very height” (qtd. in Joshi 2004, 253-254). The story’s setting, style and idiom are similar to Poe’s, and like much of Poe’s work, it focuses on the mind of the main character. It is also notable that “the opening of the tale is a startlingly close pastiche of the first four paragraphs of Poe’s ‘Berenice’” (Joshi 2004, 254). Furthermore, one of Lovecraft’s poems is a homage to Poe. In “The Poe-et’s Nightmare,” a man “stumbles upon a set of Poe … [and consequently] turns his attention to the writing of horrific verse” (Joshi 2004, 169), but without much success, “until one day he overindulges at a meal and experiences [a] wild nightmare” (Joshi 2004, 169). Also, many of Lovecraft’s other tales contain allusions to Poe’s work. The ending of “The Picture in the House,” when lightning strikes the cottage of a cannibal, is “clearly derived from Poe’s ‘The Fall of the House of Usher’” (Joshi 2004, 245). Furthermore, Lovecraft’s At the Mountains of Madness contains specific references to The Narrative of Arthur Gordon Pym, and also the mysterious cry “Tekeli-li” (Lovecraft 2001, 340), which appears in Poe’s aforementioned story. In A Life, Joshi notes that “perhaps At the Mountains of Madness could be regarded as a sort of tongue-in-cheek extrapolation as to what Poe left so tantalizingly unexplained” (Joshi 2004, 493). The title of Lovecraft’s “Facts Concerning the Late Arthur Jermyn and His Family” may be an allusion to Poe’s “The Facts in the Case of M. Valdemar,” although the stories have nothing else in common. There is even one story of Lovecraft’s in which Poe plays a very minor role. In “The Shunned House,” Poe is described as having often walked past a house, which “to the two persons in possession of certain information, equals or outranks in horror the wildest phantasy of the genius who so often passed it unknowingly, and stands starkly leering as a symbol of all that is unutterably hideous” (Lovecraft 2004, 90).
A number of devices and views that Lovecraft utilized in his work can be tied to Poe. One of these is one of the devices the Bostonian is most famous for: his focusing on the human mind in horror tales. As Poe himself said: “If in many of my productions terror has been the thesis, I maintain that terror is not of Germany, but of the soul” (qtd. in Joshi 2004, 29). This focus is also found in Lovecraft’s oeuvre. For example in “The Shadow Over Innsmouth,” in which the narrator’s feelings and mental state take precedence over all the horror around him. This is underscored by the fact that the story does not end with the narrator’s escape from the town of Innsmouth, but with his mental and physical transformation into a monster. It is also interesting to consider the connection between the worldview expressed in Lovecraft’s stories and the contents of Poe’s work. In Supernatural Horror in Literature, Lovecraft discusses what Poe does not do:
Before Poe the bulk of weird writers had worked largely in the dark; without an understanding of the psychological basis of the horror appeal, and hampered by more or less of conformity to certain empty literary conventions such as the happy ending, virtue rewarded, and in general a hollow moral didacticism, acceptance of popular standards and values, and striving of the author to obtrude his own emotions into the story and take sides with the partisans of the majority's artificial ideas. (Lovecraft 1973, 53)
All the things that Lovecraft believed Poe did differently from his predecessors, such as the rejection of normal standards and values, the lack of happy endings, and the absence of the moral lessons, are things he himself also did. In virtually all of Lovecraft’s stories, these things are nowhere to be found. Lovecraft has stated about this:
Now all my tales are based on the fundamental premise that common human laws and interests and emotions have no validity or significance in the cosmos-at-large. … To achieve the essence of real externality … one must forget that such things as organic life, good and evil, love and hate, and all such local attributes of a negligible and temporary race called mankind, have any existence at all. (qtd. in Joshi 1999, xvi)
It is difficult to say whether Poe really influenced Lovecraft in regard to the things discussed in this paragraph, the focusing on the mental aspects of characters and the ignoring of concepts such as happy endings and the rewarding of virtue. It is probable that the first was influenced by Poe. For the second, however, this cannot be said for certain, as it is closely tied with cosmicism, which, as already touched upon in this thesis’s introduction, entails that humanity is insignificant. The view of human morality discussed in the quotation above is a logical consequence of his philosophy.
Poe also influenced Lovecraft by defining the genre that his fiction belongs to. As mentioned earlier, Lovecraft held Poe responsible for shaping the horror genre (Lovecraft 1973, 52-53). Furthermore, Poe was also instrumental in giving definite form to the subgenre of horror in which most of Lovecraft’s work can be placed, ‘weird fiction.’ Poe’s “The Raven” and “The Masque of the Red Death” certainly fit parts of Lovecraft’s definition of that subgenre, given in the introduction of this thesis, as both deal with horror caused not by “secret murder, bloody bones, or a sheeted form clanking chains” (Lovecraft 1973, 15), but by strange, unnatural forces that humankind cannot fully grasp. The cosmic philosophy that much of Lovecraft’s horror revolves around was, however, probably not inspired by the Bostonian, as “Poe’s imagination is … only sporadically cosmic, in such vignettes as ‘The Conversation of Eiros and Charmion’ or the philosophical prose-poem Eureka” (Joshi 2003, 197). So, even though he worked in a genre and subgenre defined by Poe, Lovecraft still gave shape to his own work. Nevertheless, it can safely be said that without Poe, Lovecraft’s stories would not exist.
The influence of Poe on Lovecraft is undeniable. It was present for virtually Lovecraft’s entire literary career, and gave form to his work. Poe’s fiction informed Lovecraft’s style, inspired many of his stories, may have shaped some of the devices and views found in Lovecraft’s work, and also molded the genre and subgenre that he wrote in. One story of Poe’s that can be linked to Lovecraft’s work in multiple ways is “The Black Cat,” which shall be looked at in the next section.
1.2 “The Black Cat”
There are some ties between Edgar Allan Poe’s “The Black Cat” and the stories of Lovecraft. The tale’s plot, however, is not amongst them. The story tells of a man who, for unclear reasons, commits atrocious acts. Near the start of the tale, he murders his cat Pluto, and it is this act that sets the story in motion. Later, while he is grieving for Pluto, he comes across a nearly identical cat, and takes it home. In time he begins to hate it, and, when he attempts to murder it, his wife stops him and becomes his new target. After he has slain her, he hides her body behind a wall in his cellar, but it is discovered when policemen hear the mewing of the cat from behind the wall, as he had accidentally immured it with his wife. 
The plot of “The Black Cat” is very unlike the type of stories Lovecraft wrote. Poe’s tale is a story of murder that is, in its way, rather commonplace. Lovecraft’s stories do not usually deal with simple human murderers. The only story that remotely does so is “The Picture in the House,” which tells of an encounter with a cannibal. On the whole, Lovecraft’s tales are not so mundane, but more otherworldly, dealing with aliens and inhuman races. There is no story of Lovecraft’s that was inspired by “The Black Cat” in any obvious way. However, one thing that does very definitely ties “The Black Cat” to Lovecraft’s fiction is its form. Poe’s story is told in the form of a letter written by the main character. It opens as follows: “For the most wild, yet most homely narrative which I am about to pen, I neither expect nor solicit belief. … But to-morrow I die, and to-day I would unburthen my soul. My immediate purpose is to place before the world, plainly, succinctly, and without comment, a series of mere household events” (Poe 192). This epistolary form is also often used by Lovecraft. “The Shadow Out of Time,” for example, is also told in the form of a text written by the main character: “Now I must formulate some definite statement—not only for the sake of my own mental balance, but to warn such others as may read it seriously. These pages … are written in the cabin of the ship that is bringing me home” (Lovecraft 2004, 335-336). Lovecraft has acknowledged that he used this type of introduction because of Poe. Referring to “the quasi-nonfictional opening that both Poe and [he] felt was essential to set the stage for the events to follow” (Joshi 2004, 153), Lovecraft has said: 
Since Poe affected me most of all horror-writers, I can never feel that a tale starts out right unless it has something of his manner. I could never plunge into a thing abruptly, as the popular writers do. To my mind it is necessary to establish a setting & avenue of approach before the main show can adequately begin. (qtd. in Joshi 2004, 153) 
So it is certain that he was influenced by Poe in this respect, although not necessarily because of this story. One effect of this form is that the story becomes more real to the reader, and so more frightening. Instead of being narrated in the usual manner, it is told in a way that is less obviously fictional and thus easier for the reader to accept. Another effect of the epistolary form is that the narrators of such stories are unreliable. There are hints throughout “The Black Cat” that allude to this, such as the declaration of the narrator that “[he is] above the weakness of seeking to establish a sequence of cause and effect, between the disaster and atrocity” (Poe 195), before doing just that in the remainder of the tale. Joseph Stark writes in his “Motive and Meaning: The Mystery of the Will in Poe’s ‘The Black Cat’”: 
Such a solution, however, fails to acknowledge the unreliability of the story’s narrator as well as the insufficiency of the answer. Not only, for instance, is the narrator a confessed murderer, but his story also evidences a certain delusional paranoia. The narrator may be lying, as Susan Amper argues (cf. Piacentino p. [157]), or is simply insane. Regardless, we must take his testimony with a grain of salt. When he blames his crime on human depravity, we are skeptical of this solution, simply because he offers it. (259-260)
The story’s narrator, and therefore the story itself, is not to be trusted. Lovecraft was aware of this effect of the epistolary form. The protagonist of At the Mountains of Madness, William Dyer, even states: “I am unwilling to vouch for the truth of that which I think I found in Western Australia on the night of July 17-18 1935. There is reason to hope that my experience was wholly or partly an hallucination—for which, indeed, abundant causes exist” (Lovecraft 2001, 335). It could be argued, however, that in Lovecraft’s work the unreliability is not really a factor. The horrors in the stories are supposed to be looked at as being true. The one tale where this is not the case, “The Tomb,” has been described as “quite anomalous … [because] there is some doubt as to whether the horror is external or internal, supernatural or psychological” (Joshi 2004, 156). It is possible that that twist in “The Tomb” was inspired by “The Black Cat,” as these aspects of the stories are similar, but this cannot be said for certain.
The two cats of “The Black Cat” are interesting in the context of Lovecraft’s work. The fate of first cat and its aftermath are reminiscent of Lovecraft’s “The Cats of Ulthar.” In that story, an elder couple enjoys slaughtering the cats of the town of Ulthar, until they themselves are killed in retribution in a supernatural turn of events. There is a clear parallel between that story and Poe’s, where someone is punished for his cruelty to cats. The second cat is also interesting. It may be supernatural in nature, although this could also be a delusion of the narrator, as discussed above. He writes about his fear of the cat: 
This dread was not exactly a dread of physical evil—and yet I should be at a loss how otherwise to define it. … My wife had called my attention, more than once, to the character of the mark of white hair … which constituted the sole visible difference between the strange beast and the one I had destroyed. The reader will remember that this mark, although large, had been originally very indefinite … [now, however,] it had, at length, assumed a rigorous distinctness of outline. It was now the representation of an object that I shudder to name … of the Gallows! (Poe 197)
For the narrator, the cat becomes a haunting reminder of his crime. This is not unlike the supernatural hound in Lovecraft’s “The Hound,” which performs a similar function by haunting and attacking grave robbers; the story’s narrator says: “In my tortured ears there sounds unceasingly a nightmare whirring and flapping, and a faint, distant baying as of some gigantic hound … Down unlit and illimitable corridors of eldritch phantasy sweeps the black, shapeless Nemesis that drives me to self-annihilation” (Lovecraft 1999, 81). It is not possible to say for certain if Poe’s tale influenced these particular stories of Lovecraft’s, but the similarities are clear.
Interestingly, the most important theme of Poe’s story does not appear in Lovecraft’s works, but a noticeable facet does. The theme of justice that plays a central role in “The Black Cat,” as the murderer is caught and punished, does not play a role in most of Lovecraft’s works, where things like good and evil, and consequently, justice, do not exist. The ultimate statement on this subject is found in “The Call of Cthulhu”: “The time would be easy to know, for then mankind would have become as the Great Old Ones; free and wild and beyond good and evil, with laws and morals thrown aside and all men shouting and killing and revelling in joy” (Lovecraft 1999, 155). In Lovecraft’s universe, there are no good or evil; these things are delusions of humankind. This idea does link up to an important facet of Poe’s story: the lack of motive of the narrator. Stark writes: “A more accurate solution [to the question of motive] may be what Piacentino and Amper so eagerly want to avoid: there is no clear explanation for the murderer’s motive” (261-262). He also writes: “The ‘moral’ of Poe’s tale, then, may be more a statement on the insufficiency of human reason than the nature of human will … Rationalistic and theological explanations … fail to account sufficiently for the horror of the event” (Stark 263). The concept of a motive remaining unknown also appears in Lovecraft’s stories. The alien in “The Colour Out of Space,” for instance, has no reason for what it does, certainly none that humanity can understand: 
The key to the story, of course, is the anomalous meteorite. Is it—or the coloured globules inside it—animate in any sense we can recognise? Does it house a single entity or many entities? What are their physical properties? More significantly, what are their aims, goals, and motives? The fact that we can answer none of these questions very clearly is by no means a failing; indeed, this is exactly the source of terror in the tale. (Joshi 2004, 420)
So, much like in “The Black Cat,” the motive is unknown, or perhaps even simply absent. This aspect of “The Colour Out of Space” was probably not inspired by Poe’s story, as the stories are very different in respect to how the obscuring of the motives is accomplished. In “The Black Cat” it is an effect of the unreliability of the narrator, while in Lovecraft’s tale, it is because the narrator cannot know the truth.
On the whole, there are a number of things that tie “The Black Cat” and the work of Lovecraft together. The main one being that Poe’s story is written in epistolary form, which is a form that Lovecraft also often used in his work. Aside from that, there are also other ties between “The Black Cat” and Lovecraft’s fiction. However, it is impossible to say with the information available right now if this specific story was of direct influence on Lovecraft. A more in-depth analysis may yield more definite results.
1.3 Arthur Machen
While Lovecraft discovered Arthur Machen’s work relatively late in his career, Machen’s stories still very much influenced his fiction. Machen was born in 1863, in Wales, and wrote in obscurity until 1890, when his “The Great God Pan” “created a sensation … It shocked the moral guardians of an enfeebled Victorian culture as the diseased outpourings of a decadent mind” (Joshi 2007, xii). Lovecraft, however, “did not encounter him until 1923” (Joshi 2004, 30). S. T. Joshi notes that “it is a wonder he had not read him earlier, for Machen’s greatest celebrity had been in the 1890s and by 1923 he was already regarded (correctly as it happens) as having done his best work long before” (Joshi 2004, 298). Lovecraft became a great fan, and “[a]lthough [he] dutifully read as much of Machen as he could, it was the horror tales that remained closest to his heart” (Joshi 2004, 299). In Supernatural Horror in Literature, Lovecraft heaps praise on Machen:
Of living creators of cosmic fear raised to its most artistic pitch, few if any can hope to equal the versatile Arthur Machen, author of some dozen tales long and short, in which the elements of hidden horror and brooding fright attain an almost incomparable substance and realistic acuteness. … his powerful horror-material of the nineties and earlier nineteen-hundreds stands alone in its class, and marks a distinct epoch in the history of this literary form. (Lovecraft 1973, 88)
Clearly, Machen’s work had struck a cord with Lovecraft, and it is no wonder that he influenced him in the creation of his own stories.
Noticeably, Machen’s stories did not influence Lovecraft by suggesting completely new ideas to him, but by enriching ideas he already had. One of these sources of influence was Machen’s vision of the “horrible and loathsome” (Joshi 2007, xv) Little People, “a supposedly pre-Aryan race of dwarfish devils who still live covertly in the secret places of the earth and occasionally steal human infants, leaving one of their own behind” (Joshi 2004, 299). Lovecraft had already “conceived the notion of ‘alien’ (i.e., non-human or not entirely human) races lurking on the underside of civilization as early as ‘Dagon’ and ‘The Temple’” (Joshi 2004, 304), but Machen drove him to revisit his earlier ideas, and Joshi notes that “Lovecraft would transform this topos into something even more sinister in some of his later tales” (Joshi 2004, 299). In the next paragraph, some of these stories will be discussed in more detail. Machen’s concept of mind-bending revelations about the true nature of reality was also of influence on Lovecraft, which shall be discussed at length in the next section, as it plays a central role in “The Great God Pan.” It is interesting to note that the two men had similar ideas about the concept of sex, but used it in diametrically opposite ways in their stories. Machen often “hints at illicit sex in a way that to us seems coy but to his original readers would have appeared suggestive to the point of obscenity” (Joshi 2007, xiii). He did this not because he was a pervert, as some of his contemporaries claimed (Joshi 2007, xii), but because “[he] shared the very inhibitions he seemed to be defying … Machen … a rigidly orthodox Anglo-Catholic, crystallized his horror of aberrant sexuality by giving it a supernatural dimension” (Joshi 2007, xii); the “very covert intimations of aberrant sex in [his tales] were as horrifying to him as they were to his audience” (Joshi 2004, 298). Lovecraft’s ideas of sexuality may have been similar; he was certainly “reserved and puritanical … in matters of sex” (Joshi 2007, xiv). However, he dealt with this in his stories by completely ignoring everything connected with it: “In [Lovecraft’s] entire body of work, there is not a single allusion to … sex and money. Truly not one reference. He writes exactly as though these things did not exist” (Houellebecq 2006, 57). Also, Lovecraft writes of Machen’s use of sex:
People whose minds are—like Machen’s—steeped in the orthodox myths of religion, naturally find a poignant fascination in the conception of things which religion brands with outlawry and horror. Such people take the artificial and obsolete conception of “sin” seriously, and find it full of dark allurement … The filth and perversion which to Machen’s obsolete orthodox mind meant profound defiances of the universe’s foundations, mean to us only a rather prosaic and unfortunate species of organic maladjustment—no more frightful, and no more interesting, than a headache, a fit of colic, or an ulcer on the big toe. (qtd. in Joshi 2007, xiv)
Up to a certain level, both men viewed sex in a similar manner, as being perverse, although Lovecraft was markedly less severe in his thoughts on the subject than Machen. However, the two men dealt with sex in different ways in their fiction. Machen chose to use it as a source of horror, while Lovecraft chose to not mention it at all.
Facets of some of Lovecraft’s most famous tales were inspired by Machen’s work; or, as Joshi writes: “[T]he Welshman’s work clearly filtered into Lovecraft’s imagination and eventually emerged in a quite transformed but still perceptible manner in some of his best known stories” (Joshi 2004, 300). “The Shadow Over Innsmouth” owes much to Machen’s tales of the Little People, especially to a story in The Three Imposters, “The Novel of the Black Seal.” In that story, a man and his assistant discover the existence of the Little People, and it is eventually revealed that the boy is “a son of some father more terrible than mankind, … the heir of monstrous memories and possibilities” (Lovecraft 1973, 93). In “The Shadow Over Innsmouth,” a man discovers the existence of a race of monsters, the Deep Ones, and a town populated with their half-human offspring, and it is ultimately revealed that the man himself is a descendant of these beings. There are definite similarities between the two plots. Facets of “The Call of Cthulhu” were also inspired by “The Novel of the Black Seal.” In “The Call of Cthulhu” too someone discovers that, as Joshi puts it, “an entire civilization, hostile or at best indifferent to mankind, is lurking on the underside of our world” (Joshi 2004, 401). Joshi also notes: 
[This] notion is also at the heart of Arthur Machen’s tales of the “little people”, and there is indeed a general Machen influence upon “The Call of Cthulhu”; especially relevant is “The Novel of the Black Seal” (an episode in The Three Imposters), where Professor Gregg, like Thurston, pieces together disparate bits of information that by themselves reveal little but, when taken together, suggest an appalling horror awaiting the human race. (Joshi 2004, 401)
Again, there are definite similarities. Lovecraft’s “Cool Air” was also inspired by a story from The Three Imposters, “The Novel of the White Powder”: 
Interestingly, Lovecraft later admitted that the chief inspiration for the tale was … Machen’s “The Novel of the White Powder”, where a hapless student unwittingly takes a drug that reduces him to “a dark putrid mass, seething with corruption and hideous rottenness, neither liquid or solid, but melting and changing before our eyes, and bubbling with unctuous oily bubbles like boiling pitch.” (Joshi 2004, 385)
Lovecraft obviously let himself be inspired by Machen’s stories, which shall become even clearer in the discussion of “The Great God Pan.” However, Joshi is correct in stating that this inspiration emerged from Lovecraft’s imagination transformed; Lovecraft may sometimes have taken a concept from Machen, but he always created his own stories around it.
Ultimately, the Welshman was a very great influence on Lovecraft, even though he only discovered him late in his life. His reading of Machen informed and expanded his existing ideas, moved him to take those ideas in new directions, and inspired a number of his stories.
1.4 “The Great God Pan”
Arthur Machen’s “The Great God Pan” greatly influenced Lovecraft. The story opens with the performing of a strange experiment on a young woman, so that she may glimpse a different world. The man carrying out the experiment says of his goal: “Yes, the knife [that will be used in the experiment] is necessary; but think what the knife will effect. It will level utterly the solid wall of sense, and probably for the first time since man was made, a spirit will gaze on a spirit-world. … Mary will see the god Pan!” (Machen 3-4). Ultimately, however, the experiment goes horribly wrong; Mary undergoes an unnatural seizure and is left “a hopeless idiot” (Machen 7). The story then jumps forward a number of years. In London, there has been a rash of strange deaths, all of which seem to be connected to a mysterious woman. In the end, it is revealed that this woman, Helen Vaughan, indeed drove these people to their deaths in an unknown manner, and she is forced to commit suicide for her crimes. She is then exposed as being not fully human, but the offspring of the woman who underwent the experiment, who “had done more than merely ‘see’ Pan; she been (somehow) impregnated by the great god of Nature” (Joshi 2007, xii). 
Lovecraft used the concept of an inhuman child being born out of the mating of a human and an otherworldly being in “The Dunwich Horror.” Joshi writes in A Life: “The central premise—the sexual union of a ‘god’ or monster with a human woman—is taken directly from Machen’s ‘The Great God Pan’. … in this case the borrowings go beyond mere surface details of imagery to the very core of the plot” (Joshi 2004, 450). The connection between the plots is clear. Lovecraft actually references Machen’s tale in his own when he writes: “’Inbreeding?’ Armitage muttered half-aloud to himself. ‘Great God, what simpletons! Shew them Arthur Machen’s Great God Pan and they’ll think it a common Dunwich scandal!’” (Lovecraft 2001, 221). Lovecraft obviously made no secret of being influenced in the writing of his story by Machen’s. Lovecraft also discusses the tale in his Supernatural Horror in Literature: 
Of Mr. Machen's horror-tales the most famous is perhaps The Great God Pan (1894) … the charm of the tale is in the telling. No one could begin to describe the cumulative suspense and ultimate horror with which every paragraph abounds without following fully the precise order in which Mr. Machen unfolds his gradual hints and revelations. Melodrama is undeniably present, and coincidence is stretched to a length which appears absurd upon analysis; but in the malign witchery of the tale as a whole these trifles are forgotten, and the sensitive reader reaches the end with only an appreciative shudder and a tendency to repeat the words of one of the characters: “It is too incredible, too monstrous; such things can never be in this quiet world.... Why, man, if such a case were possible, our earth would be a nightmare.” (Lovecraft 1973, 89-90)
Lovecraft clearly has a high opinion of the tale, although he is not blind to its faults. Nonetheless, it is difficult to say for certain what attracted Lovecraft to the story to the point that he utilized its central concept in one of his own works. He had already written about the interbreeding of different species and the offspring produced by it in “Facts Concerning the Late Arthur Jermyn and His Family,” and perhaps he saw Machen’s concept as something he could use to further explore the subject.
It is unsurprising that the most important character in Machen’s story, Helen Vaughan, is very much like a character in “The Dunwich Horror.” As noted above, she is the offspring of Pan and a human woman, and she normally appears to be quite human: “She was … of a very different type from the inhabitants of the village; her skin was pale, clear olive, and her features were strongly marked, and of a somewhat foreign character” (Machen 10). Her features being described as foreign is an ironic touch, because of her partly otherworldly origin. Her inhuman nature is a thread that runs through the entire story; a man says of her, for example: “The name she passed under when I met her was Helen Vaughan, but what her real name was I can’t say. I don’t think she had a name. No, no, not in that sense. Only human beings have names, Villiers” (Machen 17). Her true nature is brought to the fore when she dies, as this causes her to lose her human form. The doctor who watches her demise later states: 
I was then privileged or accursed, I dare not say which, to see that which was on the bed, lying there black like ink, transformed before my eyes. The skin, and the flesh, and the muscles, and the bones, and the firm structure of the human body that I had thought to be unchangeable, and permanent as adamant, began to melt and dissolve. (Machen 46)
He then sees her go through a series of transformations “from woman to man, from man to beast, and from beast to worse than beast” (Machen 50), until finally “for one instant [he] saw a Form, shaped in dimness before [him] … the symbol of this form may be seen in ancient sculptures, and in paintings which survived beneath the lava, too foul to be spoken of … as a horrible, and unspeakable shape, neither man nor beast, was changed into human form, there finally came death” (Machen 46-47). 
Helen’s parentage and only partly human nature is reminiscent of a character from “The Dunwich Horror,” Wilbur Whateley. He is the son of a human woman, Lavinia Whateley, and the being Yog-Sothoth. At first glance, Wilbur is a human being, but when his clothes are removed the truth is revealed: 
It was partly human, beyond a doubt, with very man-like hands and head, and the goatish, chinless face had the stamp of the Whateleys upon it. But the torso and lower parts of the body were teratologically fabulous, so that only generous clothing could ever have enabled it to walk on earth unchallenged … The skin was thickly covered in coarse black fur, and from the abdomen a score of long greenish-grey tentacles with red sucking mouths protruded limply. (Lovecraft 2001, 223-224)
Like Helen, Wilbur hides his true form from the world. The parallels between the characters are clear; they are alike in their parentage and their partly inhuman nature. This is, of course, the core concept that Lovecraft took from “The Great God Pan,” as pointed out by Joshi.
Two themes that appear in “The Great God Pan,” the danger of knowledge of the true nature of reality and the effect of contact with that side of reality, play central roles in Lovecraft’s work. To begin with the first, in his story, Machen writes the following about reality: 
…I tell you that all these things—yes, from that star that has just shone out in the sky to the solid ground beneath our feet—I say that all these are but dreams and shadows: the shadows that hide the real world from our eyes. There is a real world, but it is beyond this glamour and this vision, beyond these ‘chases in Arras, dreams in a career,’ beyond them all as beyond a veil. (2)
The quoted line at the quotation’s end is telling. It combines two lines from George Herbert’s poem “Dotage;” the full stanza in which they appears reads: 
False glozing pleasures, casks of happinesse,
Foolish night-fires, womens and childrens wishes,
Chases in Arras, guilded emptinesse,
Shadows well mounted, dreams in a career,
Embroider’d lyes, nothing between two dishes;
These are the pleasures here.
	(1-6)
Machen’s motive for the inclusion of the lines is that in Herbert’s poem, reality is described as being false, merely “guilded emptinesse” (Herbert 3), which is also what Machen attempts to make clear. This is why he writes about “[c]hases in Arras … dreams in a career” (Herbert 3-4): these things represent the unreal aspect of reality. The use of the name Arras is especially telling, as it refers to a French city once renowned for its tapestries and is “a … designation for all sorts of tapestry, no matter where made” (Coleman, par. 1). In the writings of Herbert and Machen, the reality humanity perceives is but a pretty tapestry covering the truth. Of course, for Herbert, whose poetry is based in Christian religion (Abrams 1595), true reality is defined by the greatness of God, while in Machen’s story, true reality is one of terror. The view of reality described in the quotation from Machen’s tale is reminiscent of Plato’s allegory of the cave, in which people watch shadows on a wall and believe that to be reality, while in truth reality lies beyond the cave. However, as is the case with Herbert, Plato’s true reality has an optimistic slant, while Machen’s has anything but. When one character learns the truth, he exclaims: 
My God! … think, think what you are saying. It is too incredible, too monstrous; such things can never be in this quiet world, … not such things as this. There must be some explanation, some way out of the terror. Why, man, if such a case were possible, our earth would be a nightmare. (Machen 13)
This concept, that the reality humanity perceives is not real, and that the true reality is one of mind-bending horror, is something that Lovecraft’s universe revolves around. Joshi writes in his essay “‘Reality’ and Knowledge” that “Lovecraft’s entire myth-cycle of fantastic entities could be interpreted merely as the vast revelation of that level or plane of reality that normal human beings cannot perceive but which certain individuals, usually by chance, stumble upon” (Joshi 2003, 66). In the opening of “The Call of Cthulhu,” this sentiment is expressed clearly: 
The most merciful thing in the world, I think, is the inability of the human mind to correlate all its contents. We live on a placid island of ignorance in the midst of black seas of infinity, and it was not meant that we should voyage far. The sciences, each straining in its own direction, have hitherto harmed us little; but some day the piecing together of dissociate knowledge will open up such terrifying vistas of reality, and of our frightful position therein, that we shall either go mad from the revelation or flee from the deadly light into the peace and safety of a new dark age. (Lovecraft 1999, 139)
The spirit of this statement matches the spirit of the one in Machen’s story. Also, in both tales, knowledge of reality is dangerous, but more in a mental than in a physical way: 
[In “The Call of Cthulhu”] mental, not physical, destruction, might result from knowledge. In either case it would lead to the destruction of civilization as we know it. But unlike At the Mountains of Madness, it seems that here the knowledge—or even the acting upon the knowledge—that Cthulhu exists would not directly endanger the physical well-being of mankind … Lovecraft seems to be saying, where men can have no effect on the suppression or releasing of these cosmic forces, it is best not to know about them… (Joshi 2003, 72)
The same could be said of Machen’s story. That reality is different than humanity knows, and that beings such as Helen Vaughan and Pan exist, does not matter to mankind as a whole, but the knowledge of those things would shatter civilization. 
Tied to the pernicious nature of knowledge is the second theme, the horrible effect of coming into contact with the true side of reality. In both “The Great God Pan” and Lovecraft’s oeuvre, this kind of contact leads to mental ruination. In Machen’s tale, Mary’s mind is destroyed because of the experiment. When it is being performed, first she has a look of wonder, but then “[the wonder] gave place to the most awful terror” (Machen 7), and she is left an idiot. Later, the man who performed on her states: “What I said Mary would see, she saw, but I forgot that no human eyes could look on such a vision with impunity. And I forgot … that when the house of life is thus thrown open, there may enter in that for which we have no name, and human flesh may become the veil of horror one dare not express” (Machen 50). Looking upon such a thing ruins the minds of the viewers, and leaves them open for something terrible to creep in. Furthermore, mere contact with Mary’s daughter has a destructive effect, as evidenced by the fates of the men she is intimate with. One of them is afterwards described in this manner: “I knew I had looked into the eyes of a lost soul, Austin, the man’s outward form remained, but all hell was within it” (Machen 38). Contact with Lovecraft’s horrors has a similar effect. At the end of At the Mountains of Madness, a character catches “a single fantastic, daemoniac glimpse, among the churning zenith-clouds, of what lay back of those other violet westward mountains which the Old Ones had shunned and feared” (Lovecraft 2001, 339), which is enough to lead to a complete mental breakdown. The effects of knowledge of and contact with the true aspect of reality are alike in both Machen’s tale and Lovecraft’s fiction, and it is possible that Machen influenced Lovecraft on some level in his treatment of this subject. The concept of reality not being what it appears to mankind, however, is something Lovecraft thought up himself. It already appears in his 1920 story “From Beyond,” in which the following is written:
What do we know … of the world and the universe about us? Our means of receiving impressions are absurdly few, and our notions of surrounding objects infinitely narrow. We see things only as we are constructed to see them, and can gain no idea of their absolute nature. With five feeble senses we pretend to comprehend the boundlessly complex cosmos, yet other beings with a wider, stronger, or different range of senses might not only see very differently the things we see, but might see and study whole worlds of matter, energy, and life which lie close at hand yet can never be detected with the senses we have. (Lovecraft 2004, 24)
It is very close to what Machen wrote, but this is a coincidence; the story was written before Lovecraft read Machen’s work. However, it is also worth stating that this theme did not take center stage in Lovecraft’s work until after he had become familiar with Machen.
So why were two writers, born and raised in different time periods, living in different countries, and with different backgrounds, so preoccupied with these themes? The answer may lie in their different worldviews. For Lovecraft the reason is likely to be found in his philosophy, cosmicism, one defining aspect of which is the idea that humanity does not hold any kind of primary place in the universe. Lovecraft believed this, but most people did not. What they believed in was, from Lovecraft’s point of view, a false reality. Throughout Lovecraft’s oeuvre, characters are introduced who also believe in this falsehood, until they are ultimately confronted with the horrible truth about their existence. Lovecraft, through his stories, exposes the truth about reality as he saw it. For Machen, the reason that he wrote about this concept may be similar to the reason that he wrote about sex: because it horrified him. For a religious man like Machen, the idea that the reality he knows is false, and that humanity is not smiled upon by the Christian God but instead toyed with by beings such as Pan, must be one of horror. This may be the reason that he used this view of reality as a source of terror in his tales. For both men, the second theme, the ruinous effect of contact with this true reality, would have simply followed from the idea that such a reality exists. Lovecraft may have thought that the world would not be able to accept this, and Machen may have thought that everyone would react as he would, i.e., with incredible horror.
There are a great number of ties between the work of Lovecraft and “The Great God Pan.” Lovecraft used the concept of the story as the basis for “The Dunwich Horror,” and other aspects of it, such as the manners in which reality and knowledge of reality are treated, are also reminiscent of things found in his tales.
1.5 Lord Dunsany
The fiction of Lord Dunsany greatly influenced Lovecraft, especially in the writing of his fantasy tales. The Irishman Edward John Moreton Drax Plunkett was born in 1878, and upon his father’s death in 1899 he became the eighteenth Baron Dunsany, thus granting him the title under which he is best known, Lord Dunsany. Even though Dunsany’s fiction falls in the genre of fantasy, Lovecraft, usually more oriented towards horror, was a great fan of his. He even went so far as to say: “[Dunsany] has certainly influenced  me more than any living writer … [the opening of A Dreamer’s Tales] arrested me as with an electric shock, & I had not read two pages before I became a Dunsany devotee for life” (qtd. in Joshi 2004, 216). Joshi notes about Lovecraft’s discovery of Dunsany: “…in the fall of 1919 Lovecraft fell under the influence of the Irish fantaisiste Lord Dunsany, and for at least two years would do little but write imitations of his new mentor” (Joshi 2004, 168). Lovecraft’s admiration is also borne out by his inclusion of Dunsany in Supernatural Horror in Literature, where he writes: 
Unexcelled in the sorcery of crystalline singing prose, and supreme in the creation of a gorgeous and languorous world of iridescently exotic vision, is Edward John Moreton Drax Plunkett, Eighteenth Baron Dunsany, whose tales and short plays form an almost unique element in our literature. Inventor of a new mythology and weaver of surprising folklore, Lord Dunsany stands dedicated to a strange world of fantastic beauty, and pledged to eternal warfare against the coarseness and ugliness of diurnal reality. His point of view is the most truly cosmic of any held in the literature of any period. (Lovecraft 1973, 98)
From Lovecraft’s words it is clear that Dunsany occupies a special place in his literary landscape. Moreover, Lovecraft felt there was a connection between the two of them: “Dunsany is myself … His cosmic realm is the realm in which I live; his distant, emotionless vistas of beauty of moonlight on quaint and ancient roofs are the vistas I know and cherish” (qtd. in Joshi 2004, 218). Joshi believes that Lovecraft’s love for Dunsany stems from “[Dunsany’s] yearning for the unmechanised past, his purely aesthetic creation of a gorgeously evocative ersatz mythology, and his ‘crystalline singing prose’” (Joshi 2004, 218); these things “made Lovecraft think that he had found a spiritual twin in the Irish fantaisiste” (Joshi 2004, 218). Joshi also notes that Dunsany’s position as an independently wealthy writer who was able to achieve great success on his own terms greatly appealed to Lovecraft, who desired to the same things (Joshi 2004, 218); Dunsany was the kind of writer Lovecraft dreamt of becoming.
If Dunsany appealed to Lovecraft in these ways, it is no wonder he was heavily influenced by him. This influence caused Lovecraft, temporarily, to turn from the horror genre to fantasy, and the writings he produced during this period are, fittingly, referred to as his Dunsanian work. This turn to fantasy moved him to create a number of tales set in otherworldly locales or in a dream world, something Dunsany also often did (Joshi 2003, 90-91). These tales are often like moralistic fairytales; one example of such a story is “The Cats of Ulthar.” In “’Reality’ and Knowledge,” Joshi writes: 
Lovecraft was captivated by Dunsany’s artless simple and moralistic tales, which themselves show the strong influence of pagan mythology in their themes of divine retribution and human hubris; and Lovecraft sought to capture this intentionally and ostensibly naïve manner of story-telling, reminiscent of folklore, in many of his early tales. (Joshi 2003, 71)
Clearly, the fantastical contents of the Irishman’s work shaped Lovecraft’s during his Dunsanian period. It is notable, however, that horror is never completely absent. This is fitting, because, while Lovecraft himself observed that “[b]eauty rather than terror is the keynote of Dunsany’s work” (Lovecraft 1973, 98), he also notes that Dunsany’s work includes “occasional touches of cosmic fright which come well within the authentic tradition. Dunsany loves to hint slyly and adroitly of monstrous things and incredible dooms, as one hints in a fairy tale” (Lovecraft 1973, 99). Lovecraft does not do that exactly in his Dunsanian work, but he does only bring horror to the foreground at the climax of his tales. In “The Doom That Came to Sarnath,” for example, the horror only becomes apparent at the very end. About Dunsany’s influence on Lovecraft, Joshi writes in A Life: 
Lovecraft’s experiments in fiction up to 1919 had been entirely within the realm of supernatural horror, [because of Dunsany’s influence] he was … able to diversify his fictional palette with tales of languorous beauty, delicacy, and pathos. To be sure, horror is present as well; but the fantastic settings of the tales, even given the assumption that they are occurring in earth’s prehistory, causes the horror to seem more remote, less immediately threatening. (Joshi 2004, 228)
Dunsany’s influence expanded Lovecraft’s range, even if it pushed horror to the background. During his Dunsanian period, Lovecraft also attempted to imitate Dunsany’s writing style: “It is, of course, the prose style of those early works that is so fatally alluring, and it is this, more than the philosophical themes of Dunsany’s work, that Lovecraft first attempted to mimic. There is much truth in C. L. Moore’s comment: ‘No one can imitate Dunsany, and probably everyone who’s ever read him has tried’” (Joshi 2004, 218). It is unsurprising that Lovecraft too failed to mimic Dunsany’s style properly. Joshi writes about “The Doom That Came to Sarnath”: 
The style of “The Doom That Came to Sarnath” is only superficially Dunsanian, and in fact reveals the degree to which Lovecraft (like many others) failed to understand the true sources of Dunsany’s effectiveness as a prose-poet. The descriptions of Sarnath allows Lovecraft to unleash a lush bejewelled style that is actually not Dunsanian in essence … It never seems to have occurred to Lovecraft that Dunsany achieved his most striking effects not through dense passages … but through a staggeringly bold use of metaphor. (Joshi 2004, 221)
Eventually, Lovecraft was to realize that he could never quite mimic Dunsany’s style. He consequently rejected it and returned to his own style, and to horror. In 1930, he wrote in a letter:
What I do not think I shall use much in the future is the Dunsanian pseudo-poetic vein—not because I don’t admire it, but because I don’t think it is natural to me. The fact that I used it only sparingly before reading Dunsany, but immediately began to overwork it upon doing so, gives me a strong suspicion of its artificiality so far as I am concerned. That kind of thing takes a better poet than I. (qtd. in Joshi 2004, 415)
However, this is not to say that Lovecraft’s Dunsanian tales are merely “mechanical pastiches of a revered master: they reveal considerable originality of conception while being only superficially derived from Dunsany … he was, even at this early stage, an author searching for things of his own to say, and in Dunsany’s style and manner he merely found suggestive ways to say them” (Joshi 2004, 229). At any rate, 1930 marks the end of the period in which Dunsany was the prime influence on Lovecraft, although aspects of it would remain in his work for the rest of his career.
The two most important of these aspects are the manner in which Lovecraft treated his philosophy, cosmicism, and the creation of a pantheon of ‘Gods.’ To begin with the first of these aspects, Dunsany was instrumental in showing Lovecraft a way to express his cosmicism in his stories. According to Joshi, “Lovecraft learned from Dunsany how to enunciate his philosophical, aesthetic, and moral conceptions by means of fiction, beyond the simple cosmicism of ‘Dagon’ or ‘Beyond the Walls of Sleep’” (Joshi 2004, 228). As quoted earlier, Lovecraft would even claim that “[Dunsany’s] point of view is the most truly cosmic of any held in the literature of any period” (Lovecraft 1973, 98). However, this does not mean that Lovecraft simply adopted Dunsany’s philosophy as his own. In a letter he writes: “As for [Dunsany’s] influence on me—of course I had the same general cosmic attitude before, for that is why his discovery is such an event for me. But I could even begin to formulate my attitude in artistic prose till I had him to follow as a model” (qtd. in Joshi 2003, 158). So, Lovecraft’s cosmicism, a defining aspect of many of his stories, was influenced by Dunsany, not in its conception, but in its expression.
The second important aspect of Lovecraft’s work influenced by Dunsany was his pantheon of ‘Gods.’ In The Gods of Pegana, Dunsany created a set of Gods who reside in Pegana in the same manner that the Greek Gods reside on Olympus. This book would, as Lovecraft later admitted, move him to create his pseudo-Gods: “[It was Dunsany] from whom I got the idea of the artificial pantheon and myth-background represented by ‘Cthulhu,’ ‘Yog-Sothoth,’ ‘Yuggoth,’ etc” (qtd. in Joshi 2003, 197). This is not to say that Lovecraft simply copied Dunsany’s idea. He took its basis, the concept of a grouping of Gods, and crafted his own creations from it. It is unsurprising, therefore, that Dunsany’s Gods and Lovecraft’s beings are vastly different. Dunsany’s “religious theogony … was not [motivated by] the expression of religious fervour (Dunsany was in all likelihood an atheist) but an instantiation of Oscar Wilde’s imperishable dictum: ‘The artist is the creator of beautiful things’” (Joshi 2004, 214). While Lovecraft’s pantheon was also not born out of religious fervor, his beings are certainly not manifestations of beauty, but of horror. Also, Dunsany’s Gods are generally benign towards humanity, Yoharneth-Lahai, for example, sends “little dreams out of Pegana to please the people of Earth” (Dunsany 15), while Lovecraft’s beings are usually indifferent towards mankind. The largest difference is, however, that Dunsany’s Gods actually are Gods, while Lovecraft’s ‘Gods’ are “titanic extra-terrestrial entities” (Joshi 2003, 73) who are mistakenly perceived as Gods by humans: 
In terms of Lovecraft’s mythos, At the Mountains of Madness makes explicit what has been evident all along—that most of the “gods” of the mythos are mere extraterrestrials, and that their followers (including the authors of the books of occult lore to which reference is so  frequently made by Lovecraft and others) are mistaken as to their true nature. (Joshi 2004, 492)
The fact that Lovecraft’s ‘Gods’ are merely powerful aliens who do not care for mankind serves to express Lovecraft’s cosmicism in a direct way. Through these beings, it is made clear that mankind is small and unimportant to the universe as a whole; not smiled upon by a benevolent deity, but at the mercy of uncaring cosmic forces. Clearly, in all but the basic concept of a set of Godlike beings, Lovecraft’s pantheon has nothing in common with Dunsany’s pantheon.
Many of Lovecraft’s tales were influenced by Dunsany’s fiction. These are, obviously, to be found in his Dunsanian period. In some cases the influence is only present in small touches. In “The Doom That Came Sarnath,” for example, “the borrowings from Dunsany are all in external” (Joshi 2004, 221), and “The Tree” is only tied to Dunsany because it is set in Greece and “many of Dunsany’s early works have a vaguely Grecian or archaic air to them” (Joshi 2004, 224), which may have inspired Lovecraft in choosing that setting. In other cases, Lovecraft drew heavily on Dunsany’s work. In “The Cats of Ulthar,” “the entire scenario—once again a consciously elementary tale of vengeance—is likely inspired by the many similar tales in The Book of Wonder” (Joshi 2004, 224) and “Celephaïs” is “somewhat embarrassingly similar in conception to Dunsany’s ‘The Coronation of Mr. Thomas Shap’ (in The Book of Wonder)” (Joshi 2004, 225). An interesting case is Dunsany’s The Chronicles of Rodriguez. In an essay on the influence of this novel on Lovecraft, “Lovecraft and Dunsany’s Chronicles of Rodriguez,” Joshi writes that the novel “may contain, in a single chapter, the nucleus of two of Lovecraft’s stories, ‘He’ (1925) and ‘The Strange High House in the Mist’ (1926)” (Joshi 2003, 177). In that chapter, Rodriguez and his sidekick climb to reach “the house of a Professor of Magic, high up on a nearly inaccessible crag of lofty mountains” (Joshi 2003, 178), and when they enter the house, the Professor shows them a window through which they can see all the world’s wars. Joshi notes that “[f]ew readers of Lovecraft can have failed to notice the resemblance [of Rodriguez’s climb and] Thomas Olney’s climb up the cliff in Kingsport to see the mysterious occupant of the lofty house described in ‘The Strange High House in the Mist’” (Joshi 2003, 178). He also remarks:
While the occupant of the house,  … bears some resemblance to the Professor of Magic in Dunsany’s novel, an even closer resemblance can be found [in] “He” … [As] the actual actions of the Professor bear comparison with the visions shown to the unnamed narrator by the anomalously aged central figure in “He.” (Joshi 2003, 179) 
In “He,” the narrator is allowed to look out a window and see New York in different time periods: “Once at the window, the man drew apart the yellow silk curtains and directed my stare into the blackness outside. … Then … I looked out upon a sea of luxuriant foliage—foliage unpolluted, and not the sea of roofs to be expected by any normal mind” (Lovecraft 1999, 125). Another story that influenced Lovecraft is “Idle Days on the Yann,” and this story’s influence shall be looked at in detail in the next section.
It is clear that Dunsany’s work inspired Lovecraft to write fantasy tales and to mimic the Irishman’s style, suggested the creation of a pantheon to him, allowed him to express his philosophy in his work, and inspired a great number of his stories in his Dunsanian period. It is interesting to know that Dunsany actually read some of Lovecraft’s stories, after the latter’s death. He remarked: “[I have] an odd interest in Lovecraft’s work because in the few tales of his I have read I found that he was writing in my style, entirely originally & without in any way borrowing from me, & yet with my style & largely my material” (qtd. in Joshi 2004, 229). It is a strange but glowing compliment, and it is a pity Lovecraft was not alive to hear it.
1.6 “Idle Days on the Yann”
Dunsany’s “Idle Days on the Yann” was of large influence on Lovecraft. The plot is rather simple. It revolves around a man, a dreamer, travelling on a ship down the river Yann, in a kind of dreamland. In the course of the story the man and the crew sail by and visit a number of strange cities, until eventually reaching the sea, where they part ways. This story definitely influenced Lovecraft, and inspired the story “The White Ship,” which also sees a dreamer board a ship and sail past strange places, although the details are quite different from Dunsany’s tale: 
The surface plot of “The White Ship” is clearly derived from Dunsany’s “Idle Days on the Yann” (in A Dreamer’s Tales). The resemblance is, however, quite superficial, for Dunsany’s delightful tale tells only of a dream-voyage by a man who boards a ship, the Bird of the River, and encounters one magical land after another; there is no significant philosophical content in these realms, and their principal function is merely an evocation of fantastic beauty. Lovecraft’s tale is meant to be interpreted allegorically or symbolically, and as such enunciates several centrals tenets of his philosophical thought. (Joshi 2004, 218-219)
So, Lovecraft took both the concept behind and the plot of “Idle Days on the Yann” and crafted his own unique story out of it. 
The protagonist of Dunsany’s story is reminiscent of some of the protagonists in Lovecraft’s fictions. Dunsany’s character is a man from the real world who has travelled into the world of dreams, which is made clear when he says: “And I told how I came from Ireland, which is of Europe, whereat the captain and all the sailors laughed, for they said ‘There are no such places in all the land of dreams’” (Dunsany 146). This concept is something that recurs in Lovecraft’s work. One example is in the aforementioned “The White Ship,” about which Joshi writes in his essay “The Dream World and the Real World in Lovecraft”: “The story was, of course manifestly inspired by Dunsany’s ‘Idle Days on the Yann,’ which takes place in a dream world; and the narrator of ‘The White Ship,’ as that in ‘Idle Days on the Yann,’ seems at least initially to be in the real world, although this cannot be conclusively proven” (Joshi 2003, 92). Another example is Randolph Carter, who appears in many of Lovecraft’s tales, one of which is The Dream-Quest of Unknown Kadath. In that story, Carter travels into dreamland searching for a lost city: 
At length, sick with longing for those glittering sunset streets and cryptical hill lanes among ancient tiled roofs, nor able sleeping or waking to drive them from his mind, Carter resolved to go with bold entreaty whither no man had gone before, and dare the icy deserts through the dark to where unknown Kadath, veiled in cloud and crowned with unimagined  stars, holds secret and nocturnal the onyx castle of the Great Ones. (Lovecraft 2004, 156)
After making this plan, he goes to sleep and so travels into the world of dreams to accomplish his quest. Like the narrator of “Idle Days on the Yann,” Carter is a man from the real world who is able to travel into dreamland as he sleeps. The influence of Dunsany on these characters seems to be obvious. However, Lovecraft had actually already created such a character before he read anything of Dunsany’s. His “Polaris” also involves a man who can travel through his dreams. Lovecraft observed on the subject of the similarity: 
“Polaris” is rather interesting in that I wrote it in 1918, before I had ever read a word of Lord Dunsany’s. … It is simply a case of similar types of vision facing the unknown, and harbouring similar stores of mythic and historical lore. Hence the parallelism in atmosphere, artificial nomenclature, treatment of the dream theme, etc. (qtd. in Joshi 2004, 161) 
In “On ‘Polaris,’” Joshi theorizes that the root of the similarity is that Dunsany, like Lovecraft, was a great fan of Edgar Allan Poe (Joshi 2003, 155). Another interesting aspect of Dunsany’s character is that he is not unlike Dunsany himself. Like the author he hails from Ireland, and at the end he implies that he is a poet:
And the time was come when … I [was] to find my way by strange means back to those hazy fields that all poets know, wherein stand small mysterious cottages through whose windows, looking westwards, you may see the fields of men, and looking eastwards see glittering elfin mountains, tipped with snow, going range on range into the region of Myth, and beyond it into the kingdom of Fantasy, which pertains to the Lands of Dreams. (Dunsany 161-162)
From this it can be surmised that the narrator is a poet, or at least that he has the mind of one, which allows him to travel into dreams. Dunsany himself was, of course, also a poet and a man with a fertile imagination. This autobiographical touch can also be found in many of Lovecraft’s characters. In “Autobiography in Lovecraft,” Joshi states: 
On a certain level we can all accept Maurice Lévy’s dictum that “in most of Lovecraft’s tales, the main character—whether his name be Charles Dexter Ward, Edward Derby, Olney, Malone, or simply ‘I’—is the author” (Lévy 118). This fact, Lévy contends, allows us to assume that Lovecraft is vicariously attempting to bestow the horror in his tales upon himself. (Joshi 2003, 51)
The autobiographical aspect of “Idle Days on the Yann” is often utilized by Lovecraft by placing a character of his own likeness into his stories. One example of this is in “The Thing on the Doorstep,” about which Joshi writes: “’The Thing on the Doorstep’ is the tale where Lovecraft perhaps mined the greatest amount of material from his own life. With some oddities which we must consider later, the character of Edward Derby certainly emerges as that of Lovecraft himself” (Joshi 2003, 56). Joshi then quotes the following passage from the story to clarify his point: 
Perhaps his private education and coddled seclusion had something to do with his premature flowering. An only child, he had organic weaknesses which startled his doting parents and caused them to keep him closely to their side. He was never allowed out without his nurse, and seldom had a change to play unconstrainedly with other children. All this doubtless fostered a strange, secretive inner life in the boy, with imagination as his one avenue of freedom. (Lovecraft 2001, 342)
This description of Derby is an autobiographical touch, as it reminds of Lovecraft’s own life and upbringing. Lovecraft’s reasons for doing these things can be explained as follows: “[Lovecraft’s] only care was to make his characters sufficiently realistic as not to be noticeable unconvincing. And the obvious mine for the traits of his characters was himself, ‘since we can never know anybody else as well as we know ourselves’” (Joshi 2003, 63). However, despite the similarities, there is no reason to believe that Lovecraft based all of his autobiographical characters on the protagonist of “Idle Days on the Yann.” Lovecraft had been creating such characters long before he discovered Dunsany. 
The monster which is mentioned, but never actually appears, in “Idle Days on the Yann” is reminiscent of some of Lovecraft’s horrors. Dunsany’s monster lives near the city of Perdóndaris, and the narrator says of it: 
…as I came to the outer wall of the city I suddenly saw in it a huge ivory gate. For a while I paused and admired it, then I came nearer and perceived the dreadful truth. The gate was carved out of one solid piece! I fled at one through the gateway and down to the ship, and even as I ran I thought that I heard far off on the hills behind me the tramp of the fearful beast by whom that mass of ivory was shed, who was perhaps even then looking for his other tusk. (Dunsany 155)
Also, later the narrator mentions that he has “heard since that something swift and wonderful has suddenly wrecked Perdóndaris in a day—towers, and walls, and people” (Dunsany 156), implying that the monster came and ravaged the city. Such an unnaturally huge and destructive beast reminds of, for example, Lovecraft’s Cthulhu, whose entrance and size is described as follows: “Everyone listened, and everyone was listening still when It lumbered slobberingly into sight and gropingly squeezed Its gelatinous green immensity through the black doorway into the tainted outside air of that poison city of madness” (Lovecraft 1999, 167). Cthulhu’s destructiveness is suggested throughout the story, for example near the end: “[Cthulhu] must have been trapped by the sinking whilst within his black abyss, or the world would by now be screaming with fright and frenzy” (Lovecraft 1999, 169). This, however, does not mean that Lovecraft based Cthulhu on the monster; it just shows that there are parallels. Also, Lovecraft uses the concept of a huge and mysterious piece of ivory in “The Doom That Came to Sarnath.” In H. P. Lovecraft: A Life, Joshi writes about this: “Mention of a throne ‘wrought of one piece of ivory, though no man lives who knows whence so vast a piece could have come’ is an echo of a celebrated passage in ‘Idle Days on the Yann’ … of an ivory gate ‘carved out of one solid piece!’” (Joshi 2004, 221). Furthermore, it is interesting to note that Lovecraft may have based the name of the monstrous Shub-Niggurath on Sheol Nugganoth, a God mentioned in Dunsany’s story (Joshi 2001, 416). Clearly, Lovecraft used aspects of “Idle Days on the Yann” to inform his own ideas.
One of the themes of “Idle Days on the Yann,” exploration, is interesting in the light of Lovecraft’s stories. In Dunsany’s tale, exploration is a positive thing, and many strange and wonderful places are seen and visited, enriching the life of the narrator. The only danger in the story was the brief threat of the monster at Perdóndaris. In Lovecraft’s fiction, exploration is a dangerous and usually negative thing. In At the Mountains of Madness, a group of men explore the arctic, only to discover terrible horrors, and they reach the following conclusion: “It is absolutely necessary, for the peace and safety of mankind, that some of earth’s dark, dead corners and unplumbed depths be let alone; lest sleeping abnormalities wake to resurgent life, and blasphemously surviving nightmares squirm and splash out of their black lairs to newer and wider conquests” (Lovecraft 2001, 339). In Lovecraft’s tales, unlike in “Idle Days on the Yann,” the concept of exploration is judged harshly. The reasoning behind this stance is tied to a subject already discussed in the section about “The Great God Pan.” In Lovecraft’s work, knowledge about reality is a dangerous and destructive thing. Exploration is deplored in Lovecraft’s tales because it is, by its very definition, a quest for knowledge; if mankind were to succeed in such a undertaking, it would allow for a glimpse of the truth of existence, which would have catastrophic consequences (Joshi 2003, 72).
“Idle Days on the Yann” was of great influence on Lovecraft, as is evidenced by the fact that he based “The White Ship” on it. Furthermore, many of the features and ideas that appear in Dunsany’s can also be found in some of Lovecraft’s tales, in one form or another.
2. Writers Who Were Influenced by Lovecraft: King, Borges and Houellebecq
In this half of the thesis, three well-known authors will be studied who may have been influenced by H. P. Lovecraft: Stephen King, Jorge Luis Borges, and Michel Houellebecq. As with Poe, Machen and Dunsany, there will be two sections about each of these men. In the first, the influence that Lovecraft had on them will be traced and discussed. In the second, a Lovecraft-inspired short story, or in Houellebecq’s case, novel, of each of the three writers will be analyzed to discover exactly how Lovecraft influenced it and what they did with that influence. The tales that will be looked at are King’s “Jerusalem’s Lot,” Borges’s “There Are More Things,” and Houellebecq’s novel Atomised. In the discussion of the two stories and the novel, reference will be made to the things learned in the general discussion of Lovecraft’s influence on the writers. Through these analyses, it will become clear how Lovecraft’s work affected these three men and how they were influenced by him in the creation of their stories.

2.1 Stephen King
Lovecraft’s work was of great influence on Stephen King. King “was born in Portland, Maine in 1947, the second son of Donald and Nellie Ruth Pillsbury King” (King and DeFilippo, par. 1), and grew up to be one of the most popular authors of the late 20th century. His oeuvre includes novels such as Carrie and The Shining, and many of his works have been adapted into successful movies. To a great extent, it is because of Lovecraft’s influence that King became the writer he did. In his Danse Macabre, a book dedicated to chronicling “the entire horror phenomenon … Books, movies, radio, TV, the whole thing [as King sees it]” (King 1991, 10), King touches on the importance of his discovering of Lovecraft. During his early teens, he came upon “a treasure trove of old Avon paperbacks. Avon, in those days, was the one paperback publisher committed to fantasy and weird fiction … [t]he pick of the litter … was an H. P. Lovecraft collection” (King 1991,116). This was King’s “first encounter with serious fantasy-horror fiction” (King 1991, 117) and about the aftermath of this experience, he writes: “I was on my way … Lovecraft … opened the way for me, as he had done for others before me: Robert Bloch, Clark Ashton Smith, Frank Belknap Long, Fritz Lieber, and Ray Bradbury among them” (King 1991, 118). Lovecraft influenced King in an essential way; he introduced him to the genre that he is most famous for, and moved him to become a writer. The timing of King’s discovering of Lovecraft is important. In his introduction to Michel Houellebecq’s essay H. P. Lovecraft: Against the World, Against Life, King writes: 
All literature, but especially literature of the weird and the fantastic, is a cave where both readers and writers hide from life … Our need for such places never subsides, as any reader of escapist literature will tell you, but they are especially valuable for the potentially serious reader—and writer—who is going through those vulnerable years when the evolution from the child’s imagination to the more sophisticated and organized adult’s imagination is happening. When, in short, the creative imagination is molting. (King 2006, 17-18)
King became acquainted with Lovecraft’s work during that period of molting, and looking back, it is not surprising that he turned out as he did. However, King does not see Lovecraft as the author who shaped merely his future as a novelist. In that same introduction, King also posits that Lovecraft is “viscerally important to an imaginative core group that goes on to write that generation’s fantasy and weird tales” (King 2006, 14). Furthermore, in Danse Macabre, King notes: “[T]he reader would do well to remember that it is [Lovecraft’s] shadow, so long and gaunt, and his eyes, so dark and puritanical, which overlie almost all of the important horror fiction that has come since” (King 1991, 118). Clearly, King not only believes that Lovecraft gave form to his literary work, but that Lovecraft in fact shaped the horror genre in the 20th Century as a whole.
It should come as no surprise that King has a high opinion of Lovecraft’s stories. In the introduction to Houellebecq’s essay, he states: “The best of [Lovecraft’s stories]—what Michel Houellebecq calls ‘the great texts’—are uniquely terrible in all of American literature, and survive with all of their power intact” (King 2006, 12). Also, in Danse Macabre, he writes about Lovecraft work:
And yet it is the concept of outside evil that is larger, more awesome. Lovecraft grasped this, and it is what makes his stories of stupendous, Cyclopean evil so effective when they are good. Many aren’t, but when Lovecraft was on the money – and in ‘The Dunwich Horror’, ‘The Rats in the Walls’, and best of all, ‘The Colour Out of Space’ – his stories packed an incredible wallop. (King 1991, 80)
King is obviously a fan. Also, more interestingly, this provides insight into King’s reading of Lovecraft’s stories. He discusses this in more detail immediately following the above statement: “The best of them make us feel the size of the universe we hang suspended in, and suggest shadowy forces that could destroy us all if they so much as grunted in their sleep. After all, what is the paltry evil inside of the A-bomb when compared to Nyalathotep, the Crawling Chaos, or Yog-Sothoth, the Goat with a Thousand Young” (King 1991, 80-81). King clearly grasped an important facet of Lovecraft’s cosmicism. He understood that in Lovecraft’s fiction, mankind is but a insignificant thing compared to the universe and the beings that may dwell in it. King’s use of the word “evil” (King 1991, 80), however, is strange. As detailed in an earlier chapter, concepts such as good and evil have no place in Lovecraft’s universe. Yet, King, without any reservation, defines the forces that appear in Lovecraft’s work as being evil. It seems King is unaware of the unimportance that human morality is accorded in Lovecraft’s fictions. It is also possible that King, because of his personal beliefs, disagrees with this viewpoint and for that reason does not read Lovecraft’s work as containing it. This shall be discussed in more detail later in this section.
Lovecraft’s influence can be found in a variety of King’s stories. In some, this influence is obvious, for example in “Gramma.” In that story, as Margaret L. Carter observes in her article on the ties between Lovecraft and King, “The Turtle Can’t Help Us: The Lovecraft Legacy in Stephen King’s It,” “the names of Yog-Sothoth and Hastur are invoked, and the title character, at the point of death, forcibly switches bodies with her grandson, a device reminiscent of Lovecraft's ‘The Thing on the Doorstep’” (par. 2). In “Gramma,” King worked to establish a level of intertext between his story and Lovecraft’s tales. A story in which Lovecraft’s influence is less obvious is Pet Sematary. Carter writes about that novel: “Without reference to names from Lovecraft's mythos, … [there are] hints that the Wendigo, first introduced as a cannibalistic spirit feared by the Indians of New England and Canada, may be a cosmic entity like Lovecraft's ‘gods’” (par. 3). Carter also notes: 
Louis’s [the protagonist’s] colleague Steve, who barely glimpses the power of the Wendigo, later has dreams in which “he would sense that something huge had shrugged by him” ([King 1983,] 372). This statement recalls the Lovecraftian theme of a universe not precisely malevolent, but notheless [sic] lethal in its indifference. (par. 4)
In Pet Sematary, King takes some of Lovecraft’s concepts, the indifferent universe and powerful cosmic beings, and injects them into his story. He does a similar thing in It. Carter begins her discussion about the ties between that novel and Lovecraft’s work as follows: 
Unlike Pet Sematary, which merely hints at Lovecraftian motifs in the passages cited, It uses these motifs as integral to its plot. In the latter novel, the creature called “It” originally appears in the grotesque mask of a clown, then wears the guises of monsters from classic horror films. Yet this being eventually reveals itself as an entity beyond human comprehension. It is Stephen King's most Lovecraftian work. (par. 5)
As Carter makes clear, the titular monster of the novel is like Lovecraft’s horrors. In fact, its arrival on Earth is clearly inspired by the arrivals of Lovecraft’s alien beings:
The kinship of It with the Great Old Ones is made clear by the mode of Its arrival on Earth. Like Lovecraft's deities, It “came to the young world out of the sky.” As revealed to the child protagonists in a shamanistic trance, in prehistoric times It plunged into the ground at the future site of Derry, Maine, in the form of a meteorite—an obvious homage to Lovecraft's “The Colour Out of Space.” (Carter, par. 11)
The monster also has another Lovecraftian trait, “like Cthulhu and the other Great Old Ones, It wakes and sleeps in a cyclical pattern. Mike, the keeper of memory for the circle of heroes, discovers that inexplicable violence erupts in Derry at twenty-six- or twenty-seven-year intervals” (Carter, par. 13). It is quite clearly a Lovecraftian horror, and Lovecraft’s influence on It is undeniable. There is another story of King’s that is clearly influenced by Lovecraft, “I Am the Doorway.” In that story, an astronaut becomes infected by bacteria-like aliens who take over his mind and body: 
And little by little, I felt them. Them. An anonymous intelligence. I never really wondered what they looked like or where they came from. It was moot. I was their doorway, and their window on the world. I got enough feedback from them to feel their revulsion and horror, to know that our world was very different from theirs. Enough feedback to feel their blind hate. But still they watched. Their flesh was imbedded in my own. I began to realize that they were using me, actually manipulating me. (King 1990, 70)
This concept, completely inhuman aliens come to Earth and destroy that which they come into contact with, is very similar to “The Colour Out of Space,” in which virtually the same things happen. Also, King’s story is told completely from a first person perspective and ends with the suicide of the narrator, because he cannot escape the horrors that have touched him. These are things that also often appear in Lovecraft’s tales. There is another of King’s stories that is inspired by Lovecraft, “Jerusalem’s Lot,” which shall be looked at in the next section.
However, despite all of King’s fondness of Lovecraft and all of the influence of Lovecraft that can be found in his stories, there are three marked differences between the two men, all tied to their worldviews. The first of these is found in, as already alluded to in an earlier paragraph, their thoughts on good and evil. Lovecraft did not believe in concepts such as those; he believed that “one must forget that such things as … good and evil, … have any existence at all” (qtd. in Joshi 1999, xvi). Most of King’s stories, however, express the opposite viewpoint. In The Stand, for example, there is no ambiguity whatsoever about the moral positions of the main characters. Randall Flagg is evil, and Mother Abigail and the people she gathers around her are good. This moral dichotomy is defined by King as follows: “The survivors of [the plague that kills most of mankind] discover themselves in two camps: one, located in Boulder, Colorado [Mother Abigail and her people], mimics the Apollonian society just destroyed (with a few significant changes); the other, located in Las Vegas, Nevada [Flagg and his people], is violently Dionysian” (King 1991, 448-449). King’s use of the terms Apollonian and Dionysian to describe the sides in the conflict paints a clear division between good and evil. 
The presence of these two concepts in King’s work logically leads to the second difference between him and Lovecraft: the existence of God. In Lovecraft’s work, there is no such being, and the universe is a cold and mechanical place, indifferent towards mankind. This is underscored by Lovecraft’s creation of a pantheon of beings who are seen as Gods by their followers, but who are in fact aliens, and who do not care about humanity: “When Lovecraft’s characters see the Old Ones as gods or devils it is because they refuse to see the terrible truth that the Old Ones are simply beings who do not care about humans (though they may in fact be dangerous to us). Gods and devils, by definition, do care about us, whether to save or tempt us” (Price 249). King takes the opposite viewpoint, which becomes very apparent in It. In that novel, the Lovecraftian evil of It is counterbalanced by a benevolent being, the Turtle: 
[W]hen It flings Bill “outward into utter blackness, the blackness that was the cosmos and the universe” ([King 1986,] 1052), he discovers that this Lovecraftian emptiness is not the whole truth about reality. He meets the Turtle, a “large presence ahead in the dark” whose eyes appear kind, whose voice can drown out Its threats ([King 1986,] 1053). (Carter, par. 15). 
Not only that, but beyond the Turtle there exists yet another being “a third power, a mysterious entity that stands beyond and above both the ‘evil’ force, It, and the ‘good’ force, the Turtle. … [it is] apparently equivalent to the Judeo-Christian God” (Carter, par. 10). Ultimately, “[t]he philosophy behind this novel … differs radically from the monistic materialism of its source [Lovecraft]. King uses the framework of Lovecraft's cosmology in the service of a fundamentally theistic worldview” (Carter, par. 5). King believes that God exists, and no matter what he learned from Lovecraft, that basic concept stands firm. The same can be said for good and evil: where Lovecraft rejects these concepts completely, King’s worldview does include them. These two differences come down to two men believing opposite things. Lovecraft was an avowed atheist, and made his thoughts on the existence of God very clear: 
So far I have seen nothing which could possibly give me the notion that cosmic force is the manifestation of a mind and will like my own infinitely magnified; a potent and purposeful consciousness which deals individually and directly with the miserable denizens of a wretched little flyspeck on the back door of a microscopic universe, and which singles this putrid excrescence out as the one spot whereto to send an onlie-begotten Son [sic], whose mission is to redeem these accursed fly-speck-inhabiting lice which we call human beings—bah!! (qtd. in Joshi 2004, 207-208)
King, however, does believe in a higher power, although this does not mean he approves of religion per se. When asked in an interview about the use of God in his work, he replied: “I don't see myself as God's stenographer. [I am] someone who believes in God, believes that God is a logical out growth [sic] of the fact that life fits together as well as it does, but that doesn't mean that we know God's mind. That's not to say that the idea of religion is a good thing, because we can see that it's a bad thing” (qtd. in Mauceri, par. 15). 
The third of the differences concerns the position of humanity. In Lovecraft’s stories, mankind is insignificant and whatever it does is ultimately futile and transitory. This is expressed by the fact that Lovecraft’s characters rarely truly defeat the horrors they face. In many cases, they die, as for example in “The Haunter of the Dark,” or flee, as for example in “The Whisperer in the Darkness,” leaving the monster to roam free. In a best case scenario, the horror is stopped, but it is always made very clear that this is just a temporary situation: “Cthulhu still lives, too, I suppose, again in the chasm of stone which has shielded him since the sun was young … Who knows the end? What has risen may sink, and has sunk may rise. Loathsomeness waits and dreams in the deep, and decay spreads over the tottering cities of men” (Lovecraft 1999, 169). Also, even if Lovecraft’s protagonists succeed, it is usually because of luck. Cthulhu is imprisoned again only because he happened to be in his former prison when it sinks: “His accursed city is sunken once more … He must have been trapped by the sinking of [the city where he slept] whilst within his black abyss” (Lovecraft 1999, 169). The characters of the story did not play any part in this; it is because of mere chance that Cthulhu lost his freedom. For King, this is different; his characters can defeat the horrors that assail them. In It, for example, the protagonists do ultimately defeat the monster. Carter defines the difference between the approaches of Lovecraft and King as follows: 
This defeat of It by their inner spiritual resources, both in childhood and in the adult reenactment of the childhood battle, distinguishes King's heroes from … the typical Lovecraft protagonist, who has no effective means of resistance whatever and either succumbs to the overwhelming force from Outside or escapes (virtually never defeating the inimical force) by mere luck. (par. 24)
These three differences, the existence of good and evil, the existence of God, and the position of mankind, are what, more than anything else, set King’s work apart from Lovecraft’s. While in Lovecraft’s universe, all things are meaningless and hopeless, in King’s universe, there is a greater meaning to existence, and in the darkness, there exists a glimmer of hope.
When looking at the influence of Lovecraft on King, a divided picture develops. On the one hand, Lovecraft was the author who introduced King to his field and gave him the impetus to become a writer, and traces of Lovecraft’s influence can be found in many of King’s tales. On the other hand, King’s stories reflect a worldview that is the opposite of Lovecraft’s. It can be concluded that while King was certainly greatly influenced by Lovecraft, this influence was not all-encompassing, and that he has proven to be capable of creating fiction that is completely his own.

2.2 “Jerusalem’s Lot”
The story of King’s that is most obviously inspired by Lovecraft is “Jerusalem’s Lot.” It contains a plethora of Lovecraftian elements. The plot of the story is rather simple. In late 1850, a man, Charles Boone, moves into an ancient mansion that belongs to his family, and soon begins to notice strange sounds emanating from behind the walls. Eventually, Boone discovers “a [nearby] deserted village called Jerusalem’s Lot” (King 1990, 8), founded by one of his ancestors. He starts exploring the village, awakening a monstrous worm that lives under the church there and Boone’s ancestor, who through supernatural means gained immortality. After his confrontation with those beings, Boone loses his mind and commits suicide.
Many of the aspects of the plot can be traced back to Lovecraft’s tales. King’s main inspiration was “The Rats in the Walls.” That tale’s protagonist also moves into a mansion that “had been the seat of [his ancestors]” (Lovecraft 1999, 89), notices strange sounds from behind the walls, and Lovecraft’s character too goes on to discover horrible facts about those ancestors. The influence of Lovecraft’s story on King’s is made obvious by the inclusion of allusions to Lovecraft’s tale, the most blatant of which is the last line: “There are some huge rats in the walls, by the sound” (King 1990, 34). The concept of a horror residing in a church can be traced to Lovecraft’s “The Haunter of the Dark,” in which a being lurks in the steeple of a church in Providence. King’s story also contains another Lovecraftian touch; it features an ancient tome, De Vermis Mysteriis, “a profane Bible writ in the old tongues—Latin, Druidic, others. A hell-book” (King 1990, 17), no doubt inspired by Lovecraft’s Necronomicon or one of the many similar books that appear in his stories.
Two other things that tie “Jerusalem’s Lot” to Lovecraft’s work are the style and the form of the story. “Jerusalem’s Lot” is told in the epistolary form, as many of Lovecraft’s tales also were. King’s story consists of letters written by Boone, journal entries of his manservant and a letter by Boone’s second cousin. The epistolary form is not one that King often utilizes, and its use here is no doubt a reference to Lovecraft’s way of storytelling. The same can be said for the style of “Jerusalem’s Lot.” Throughout the tale, King attempts to imitate Lovecraft’s writing style, by, for example, including a multitude of adjectives. Take the lengthy first line: “How good it was to step into the cold, draughty hall here at Chapelwaite, every bone in an ache from that abominable couch, in need of instant relief from my distended bladder—and to see a letter addressed in your inimitable scrawl propped by the obscene little cherry-wood table beside the door” (King 1990, 1). Compare this to part of a paragraph of Lovecraft’s of similar length: “One night I had a frightful dream in which I met my grandmother under the sea. She lived in a phosphorescent palace of many terraces, with gardens of strange leprous corals and grotesque brachiate efflorescences, and welcomed me with a warmth that may have been sardonic” (Lovecraft 1999, 334). In both, adjectives abound. King also uses another recurring stylistic device of Lovecraft’s, the random jabbering of esoteric phrases and names. Boone at one point screams: “Gyyagin Vardar! … Servant of Yogsoggoth, the Nameless One! The Worm from beyond Space! Star-Eater! Blinder of Time! Verminis! Now comes the Hour of Filling, the Time of Rending! Verminis! Alyah! Alyah! Gyyagin” (King 1990, 32). This is an imitation of the many instances that Lovecraft writes similar things, for example: “My brain! My brain! God, Dan—it’s tugging—from beyond—knocking—clawing—that she-devil-even now—Ephraim—Kamog! Kamog!—The pit of the shoggoths—Iä! Shub-Niggurath! The Goat with a Thousand Young” (Lovecraft 2001, 359). Like the use of the epistolary form, these two stylistic devices are not part of King’s normal repertoire, and are purposeful imitations of Lovecraft to make his story even more Lovecraftian.
Like most of King’s tale, the monsters, Boone’s ancestor and the Worm, are also inspired by Lovecraft. This ancestor is James Boon, the leader of “a splinter group of the Puritan faith” (King 1990, 22), who founded Jerusalem’s Lot in 1710, and who through contact with the Worm, gained immortality: “I ran because even my crazed state, and even in the shattered ruin of that dead-yet-animated shape, I had seen the family resemblance. Yet not of Philip or of Robert, whose likenesses hang in the upstairs gallery. That rotted visage belonged to James Boon, Keeper of the Worm” (King 1990, 33). This concept, a man who through supernatural means becomes immortal and returns to haunt his descendant, reminds of Joseph Curwen, from Lovecraft’s The Case of Charles Dexter Ward. Curwen was born “on the eighteenth of February (O.S.) 1662-3” (Lovecraft 2001, 128) and was killed in 1771, but no matter his age, he always “[retained] the nondescript aspect of a man not greatly over thirty or thirty-five” (Lovecraft 2001, 99). He accomplished this through “evil magic” (Lovecraft 2001, 204). Also, in the course of the novel, he returns to life and assaults his descendant, Charles Dexter Ward. The Worm of King’s story cannot be linked to one of Lovecraft’s creations in such a direct way. While Lovecraft’s horrors come in a variety of shapes, a worm is not among their number. It is possible that King instead took the concept from Edgar Allan Poe’s poem “The Conqueror Worm,” in which a monstrous worm does appear, or from the snake that lived in the garden of Eden of Christian mythology. At any rate, while worms do not appear in Lovecraft’s oeuvre, King does labor to make his monster as Lovecraftian as he can. He writes, for example, that the Worm is connected to “whatever faceless powers exist beyond the rim of the Universe; powers which may exist beyond the very fabric of time” (King 1990, 25), which reminds of the following description of Lovecraft’s Yog-Sothoth: 
It was an All-in-One and One-in-All of limitless being and self—not merely a thing of one Space-Time continuum, but allied to the ultimate animating essence of existence whole unbound sweep—the last, utter sweep which has no confines and which outreaches fancy and mathematics alike. It was perhaps that which certain secret cults of earth have whispered of as YOG-SOTHOTH, and which has been a deity under other names… (Lovecraft 2004, 281)
The similarity of these descriptions may actually play a role in King’s story. The Worm is referred to as a “[s]ervant of Yogsoggoth, the Nameless One” (King 1990, 31), implying that it is directly connected to Lovecraft’s mythology. Another tie between King’s monster and Lovecraft’s work is the description of its rising from the ground:
It was a huge outpouring of a viscid, postulant jelly, a huge and awful form that seemed to skyrocket from the very bowels of the ground. And yet, with a sudden horrible comprehension which no man can have known, I perceived that it was but one ring, one segment, of a monster worm that had existed eyeless for years in the chambered darkness beneath that abominated church! (King 1990, 32)
King probably took the idea of a character seeing a small part of a monster and extrapolating from there to envision a much greater being from one of Lovecraft’s stories in which the same thing is done, for example “Under the Pyramids”: 
Accursed is the sight, be it in a dream or not, that revealed to me the supreme horror—the Unknown God of the Dead, which licks its colossal chops in the unsuspected abyss, fed hideous morsels by soulless absurdities that should not exist. The five-headed monster that emerged … that five-headed monster as large as a hippopotamus … the five headed monster—and that of which it is the merest fore paw [sic]. (Lovecraft 2001, 77)
The similarity of the quotations suggests that King was inspired by Lovecraft’s description. It is interesting to note that the Worm, like Boon, is immortal: “[Boon] still lives somewhere in the twisted, lightless wanderings beneath Jerusalem’s Lot and Chapelwaite—and It still lives. The burning of the book thwarted It, but there are other copies” (King 1990, 33). This ties both horrors to one of Lovecraft’s recurring themes, unwholesome survival, “the theme that some thing, and some beings, outlive what would be from the ordinary human viewpoint their rightful existence, producing circumstances in which it must be concluded that the present is no place where we can hide from an encroaching past that can reach forward and find us” (Burleson 136), which is also what happens in “Jerusalem’s Lot.”
However, despite all of the Lovecraftian aspects which King included in this story, there is one glaring difference that sets “Jerusalem’s Lot” apart from Lovecraft’s fiction. Lovecraft’s cosmicism, such a vital aspect of his stories, is not really present. King only makes two references to the philosophy. At one point, Boone briefly refers to “impersonal Nature” (King 1990, 11), alluding to the indifferent disposition of the universe towards humanity and its mechanical workings. At another point, he declares: “Yet I am the gateway [that would allow the Worm to escape], … For the good of all humanity I must die … and break the chain forever” (King 1990, 33). Boone believes that he must die, so that the Worm could never be unleashed on the world. King probably included this as a reference to those Lovecraft tales where the protagonist decides that what he has learned must remain secret because the truth is too horrible for humanity to deal with, which is what the narrator of At the Mountains of Madness, for example, does. The alternative, that the Worm somehow poses a physical threat to the world, has no basis in the story. This idea, that the true nature of the universe, represented here by the existence of the Worm, is horrifying and maddening, is of course one of the things that Lovecraft’s and Machen’s fictions have in common, although there is little doubt that King took it from Lovecraft. These two incidents do not make the story cosmic. The problem is that these are the only two truly cosmic thing that the story contains, and neither is essential to the plot. The reference to nature is made only in passing, and the idea that Boone must commit suicide to save mankind from knowledge about the Worm feels tacked on. It is strange that King did not utilize the concepts behind cosmicism more in his story, as he was certainly aware of one of its vital aspects, the insignificance of humanity, as discussed in the previous section. This concept, however, is nowhere to be found in “Jerusalem’s Lot.” Perhaps King did not see the importance of it in Lovecraft’s work when he wrote originally his story, or perhaps he did not feel it fitted in the tale he had in mind.
Obviously, in the writing of “Jerusalem’s Lot,” King shows himself able to utilize many elements from Lovecraft’s fictions. The tale is, in fact, a pastiche. Carter also views it as such: “Only one of King's early tales falls into [the category of Lovecraftian pastiche]: ‘Jerusalem's Lot,’ in the [Night Shift] collection. Set in New England in 1850, it includes a sinister mansion with a secret room, forbidden tomes, a mysteriously abandoned village, and the invocation of Lovecraftian deities such as Yog-Sothoth” (par. 2). It is, however, a very superficial pastiche; it lacks true cosmicism, which is at the center of Lovecraft’s fiction. Perhaps it is worth mentioning that in Danse Macabre, King briefly expresses his general opinion of Lovecraft pastiches. In that book, published in 1991, he describes them as “pallid [and] imitative” (King 1991, 401), an interesting statement, seeing as “Jerusalem’s Lot” was first published in 1978.
2.3 Jorge Luis Borges
If the ties between Lovecraft and Stephen King are obvious, those between Lovecraft and Jorge Luis Borges are much more nebulous. Borges, born in Buenos Aires in 1899, was one of the most acclaimed Argentinean writers of the 20th Century. His work, like Lovecraft’s, largely consists of tales of the fantastic and the strange. Many of his themes and concepts are also reminiscent of those found in Lovecraft’s work. However, exactly how they are linked is much less clear. In fact, Borges’s very opinion of Lovecraft is vague. In his “Synchronistic Worlds: Lovecraft and Borges,” Barton Levi St. Armand reports that in 1967 he asked Borges if he was familiar with Lovecraft, and “[s]omewhat to [St. Armand’s] surprise, Borges replied that no, he was not at all familiar with the works of H. P. Lovecraft” (298). However, “[a]t about the same time, an interview that Richard Burgin conducted with Borges reveals that he did know something of Lovecraft’s art, yet in a context that prompted to banish him Lovecraft to an oblivion as complete as the one that swallows up his own figure of the Arabian scholar in ‘Averroes Search’” (St. Armand 298). Borges mentions that a colleague of his inserted “a very disagreeable and rather bogus story by Lovecraft [into a anthology they were creating]” (qtd. in St. Armand 299), and “Borges asked Burgin if he had read Lovecraft, and when Burgin replied in the negative, Borges declared rather imperiously, ‘Well, no reason why you should’” (St. Armand 299). This makes it seem that Borges did not have a high opinion of Lovecraft. However, Borges also “[accords] implicit praise … to Lovecraft” (St. Armand 299) by including him in his  Introduction to American Literature, published in 1967, where he is “accorded as much space as had been previously allotted to E. A. Robinson, F. Scott Fitzgerald, and Robert Penn Warren” (St. Armand 299). Borges’s summary of Lovecraft’s life and works in this book is a positive one and also makes it clear “that Borges had read not only some of Lovecraft’s major works … but also an account of his life and a modicum of criticism about him” (St. Armand 300). This suggests that Borges did appreciate Lovecraft. Yet, in his afterword to The Book of Sand, written in 1975, Borges describes Lovecraft as “a writer [he had] always considered an unwitting parodist of Poe” (Borges 2007, 95), thus veering back into negativity. Then, in a conversation with Paul Theroux in 1978, Borges would praise Lovecraft by saying: “I like Lovecraft’s horror stories. His plots are very good, but his style is atrocious” (qtd. in St. Armand 300). Borges’s thoughts on Lovecraft are obviously ever-changing. St. Armand writes: “Ultimately, Borges’s attitude towards Lovecraft can only be described in terms of a syndrome of attraction-repulsion, an aesthetic of extreme polarities or a metaphysics of paradox” (300). At any rate, it is undeniable that Borges was familiar with Lovecraft and his work, even if his opinion on it was subject to change.
If Borges was familiar with Lovecraft’s writings, the question arises if he was also influenced by them. The answer to this question is even more unclear than the Argentinean’s opinion. It is certainly true that the two writers often wrote about similar themes and concepts. For example, Borges, like Lovecraft, dealt with the effect of knowledge of reality: “That language can never match the labyrinth of reality is Borges’s (and our) salvation, because to really comprehend reality—fully, totally, omnisciently—is to destroy both it and the self” (St. Armand 304). This is very reminiscent of Lovecraft’s recurring motif that the knowing of the true nature of reality ruins the mind. It also reminds of Machen’s stories, in which the same idea is presented. It is notable that Borges was familiar with Machen, who he once described as a “visionary storyteller” (qtd. in St. Armand 300), and so it is possible that Machen influenced Borges in the creation of his work. Borges and Lovecraft express this motif in similar ways. In “The Immortal,” Borges writes about an ancient city: “This city (I thought) is so horrible that its mere existence and perdurance, though in the midst of a secret desert, contaminates the past and the future and in some way even jeopardizes the stars. As long as it lasts, no one in the world can be strong or happy” (Borges 1964, 111). Lovecraft often wrote about those same things, ancient places where the truth about humanity’s position in the universe is revealed, for example in At the Mountains of Madness and “The Shadow Out of Time.” Also, both writers created similar artifacts. In “The Haunter of the Dark,” Lovecraft introduces the Shining Trapezohedron, which allows anyone who looks into it to glimpse other worlds: 
This stone, once exposed, exerted upon Blake an almost alarming fascination. He could scarcely tear his eyes from it, and as he looked at its glistening surfaces he almost fancied it was transparent, with half-formed worlds of wonder within. Into his mind floated pictures of alien orbs with great stone towers, and other orbs with titan mountains and no mark of life, and still remoter spaces where only a stirring in vague blackness told of the presence of consciousness and will. (Lovecraft 1999, 346)
In “Aleph,” Borges created an object with similar properties: 
At first I thought it was rotary; then I understood that this movement was an illusion produced by the vertiginous sights it enclosed. The Aleph’s diameter must have been about two or three centimeters, but cosmic space was within it, without diminution of size. Each object (the mirror’s glass, for instance) was infinite objects, for I clearly saw it from all points in the universe. (Borges 1967, 150)
Furthermore, Borges, in “The Immortal,” makes reference to mad Gods: “‘This palace is a fabrication of the gods,’ I [Cartaphilus] thought at the beginning. I explored the uninhabited corridors and corrected myself: ‘The gods who built it have died.’ I noted the peculiarities and said: ‘the gods who built it were mad’” (Borges 1964, 110). About this, St. Armand observes: “Cartaphilus here progresses through three stages of religious belief that might be termed Platonic, Nietzchean, and Lovecraftian. The last phase—a belief in the madness of the gods—is the key to Lovecraft’s Chtulhu Mythos of maimed, deformed, and deranged deities” (315).
All of these similarities can be taken as suggesting that Borges was influenced by Lovecraft in his writing. However, this was not necessarily the case. In his essay, St. Armand, aside from discussing the similarities between the authors, also looks at the reasons why these may exist. His findings are inconclusive. He first looks at the lives the men led: 
We should not be surprised to find some pertinent connections between the Argentine sophisticate and the American provincial. Borges too published in scattered journals and ephemeral periodicals; he too was ‘collected’ by assiduous and dedicated friends and disciples, though luckily during his lifetime and not after … Both men were dedicated nativists and local colorists… (St. Armand 300)
He then considers the literature they read in their childhoods, writing that “[l]ike Lovecraft, as a youth [Borges] fed his loneliness on the works of Poe, the Arabian Nights, and classical mythology” (St. Armand 300), and later places special emphasis on their being influenced by Poe, calling him “a literary ‘father’ to both [of them]” (St. Armand 308). The importance of Poe’s influence on Lovecraft has already become clear earlier, and it seems Borges was also greatly affected by the Bostonian writer. St. Armand also looks into the origins of some of the Borges’s specific ideas, for example noting that the Aleph “derives [not from Lovecraft, but] from the alchemical search for a Grand Arcanum, a Great Solvent, a Philosopher’s Stone [and the Kabbalah]” (303), and argues that for all the similarities between the manner that the two writers deal with reality, there are also great differences: “For horror in Borges is an intensified reality, while horror in Lovecraft is an alternative reality. Words fail Borges because language is too limited to express this reality, while words fail Lovecraft because language is alien to the reality being expressed” (St. Armand 303). Eventually, St. Armand decides that all the things he has considered do not provide satisfactory reasons for the similarities between the stories of the two writers. He then opts to “turn to another means of interconnection, an acausal one first formulated by Carl Gustav Jung, which he called the principle of synchronicity [which suggests that it is possible that the same thoughts or events may occur in unconnected ways]” (St. Armand 309). For St. Armand, “[t]he idea of a roughly simultaneous occurrence of identical thoughts, symbols, and psychic states would seem to be a more fruitful way of considering the parallels between [the ideas of Lovecraft and Borges]” (310). In this way, St. Armand argues that “Lovecraft still participates in Borges’s fictional world as much as he anticipates or approximates it” (320) and that “Lovecraft and his alternate reality provide the missing term in the complex of Borges’s elegant proofs and sophisticated ciphers, for with his compelling but inhumanly detailed visions, the provincial Lovecraft demonstrates the very threat to imagination that haunts Borges’s consciousness” (St. Armand 320-321). What is odd about St. Armand’s invoking of synchronicity as an answer, is that in doing so, he really presents no answer at all. Events ascribed to synchronicity, are, by their very nature, unconnected.
So, what does this mean? St. Armand believes that there is no direct connection between Lovecraft and Borges and supposes that the ties are due to synchronicity. However, there are a great many similarities to be found in their works, and it is clear that the Argentinean was familiar with Lovecraft and his stories. So was Borges influenced by him or not? The answer to that question could be discovered by determining the time that Borges became aware of Lovecraft. The latest that this could have happened was 1967, because of the inclusion of Lovecraft in the anthology he mentions in his interview with Burgin and the publication of the Introduction to American Literature. In fact, it can be safely assumed that he was already aware of Lovecraft before that time, his strange reply to St. Armand’s question notwithstanding, due to the time that is necessary to create such books. This, however, does not provide an useable answer, as both “Aleph” and “The Immortal” were published in 1949, in El Aleph. It is unlikely that Borges would have read anything of Lovecraft’s during the latter’s lifetime, when his work was found almost exclusively in American pulp magazines, which were probably not among the Argentinean’s chosen literature. It is possible that Borges may have taken note of Lovecraft in the 1940s. In March of 1940, Thomas Ollive Mabbott, “then the world’s leading Poe scholar” (Joshi 2004, 635), wrote a positive review of The Outsider and Others, a Lovecraft collection published by August Derleth, in American Literature, “the first review, or mention of Lovecraft in an academic journal” (Joshi 2004, 635). Also, during that period, “Lovecraft’s work was … being disseminated beyond the confines of the small press. In December 1943, F. Orlin Tremaine … contacted Derleth about reprinting Lovecraft in paperback for his company Bartholomew House. The result was The Weird Shadow over Innsmouth and Other Stories of the Supernatural (1944)” (Joshi 2004, 636). Furthermore, “Lovecraft was beginning to appear in anthologies. The most important of all was the inclusion of ‘The Rats in the Walls’ and ‘The Dunwich Horror’ in … Great Tales of Terror and the Supernatural, a landmark volume—probably the finest anthology of weird tales ever published—issued by the Modern Library in 1944” (Joshi 2004, 636). As Lovecraft’s stature grew, it becomes more likely that Borges at some point came across his work. The Argentinean was, after all, an avid reader and a fan of horror (St. Armand 308), and so it is possible that he read, for example, Great Tales of Terror and the Supernatural. However, there is no actual evidence that he did so, only suppositions. Perhaps the tie between them is indeed one of synchronicity, or of great minds thinking alike.
The truth about the connection between Lovecraft and Borges, if it exists at all, remains out of reach. While many similarities between the stories of the two authors can certainly be found that suggest influence, there is no evidence that Borges was aware of Lovecraft when he wrote some of his Lovecraft-like stories. In this way the connection between the men resembles an aspect of the connection between Lovecraft and Arthur Machen. Lovecraft had similar ideas about reality as Machen and even expressed them in similar ways, but did so without knowledge of the Welshman’s work. Or perhaps the connection between Borges and Lovecraft can be traced to Edgar Allan Poe. Both authors were great fans of his, and their ideas may have found a shared origin in his work (St. Armand 308). There is one story by Borges, however, that was definitely influenced by Lovecraft, “There Are More Things,” which he wrote late in life, and which shall be discussed in the next section.

2.4 “There Are More Things”
There can be no doubt that “There Are More Things” was inspired by Lovecraft. Borges even dedicates it “[t]o the memory of H. P. Lovecraft” (Borges 2007, 36). In his afterword to The Book of Sand, in which the tale appears, he explains his reason for writing it and his low opinion of its quality: “Fate, which is widely known to be inscrutable, would not leave me in peace until I had perpetrated a posthumous story by Lovecraft, … At last I gave in; the lamentable result is titled ‘There Are More Things’” (Borges 2007, 95). The most notable aspect of this quotation is that the writer indicates that “There Are More Things” is a story by Lovecraft, created by Borges. This is puzzling, considering that the themes found in the story are only superficially Lovecraftian, and are at their core in line with the themes found in Borges’s other work. 
The story tells the tale of an unnamed young man, “notorious for [his] curiosity” (Borges 2007, 38), who goes to visit the house that once belonged to his uncle. When he enters the seemingly deserted house one night, he discovers that it is now inhabited by an inhuman horror: “None of the insensate forms [objects] I saw that night correspond to the human figure or any conceivable use. They inspired horror and revulsion” (Borges 2007, 42). The basic form of the plot, a person enters a place inhabited by a strange being, is one that that appears in many of Lovecraft’s stories. The story that is most likely to have been the inspiration for Borges’s tale is “The Lurking Fear,” as the plot of the Argentinean’s story is very similar to the plot of that tale’s first chapter. Therein, a man with a “love for the grotesque and the terrible” (Lovecraft 2004, 62) and two companions travel “to the deserted mansion atop Tempest Mountain to find the lurking fear” (Lovecraft 2004, 62). During a thunderstorm, the man discovers that a monster dwells there: 
That I am still alive and sane, is a marvel I cannot fathom. I cannot fathom it, for the shadow on that chimney was not that of George Bennett [one of the man’s companions] or of any other human creature, but of a blasphemous abnormality from hell’s nethermost craters; a nameless, shapeless abomination which no mind could fully grasp and no pen ever partly describe. (Lovecraft 2004, 66-67)
Both plots center on an inquisitive explorer entering a seemingly abandoned house and encountering a monster within. Also, the protagonist of “There Are More Things” is quite a lot like Lovecraft’s usual protagonists. Like William Dyer from At the Mountains of Madness, for example, he is of an curious nature and is ultimately brought into contact with something terrible because of it. This is best portrayed by the decision Borges’s character makes when he is about to come face to face with the horror at the end of the story: “My feet were just touching the next to last rung when I heard something coming up the ramp—something heavy and slow and plural. Curiosity got the better of fear, and I did not close my eyes” (Borges 2007, 43). Clearly, both the basic plot and the protagonist of Borges’s story were inspired by Lovecraft’s work.
The same applies to the horror that the protagonist faces at the end of “There Are More Things.” While little about it is revealed, the things that are known about it mark it as Lovecraftian. When he wonders about the being that makes its home in his uncle’s house, the protagonist states: 
What must the inhabitant of this house be like? What must it be seeking here, on this planet, which must have been no less horrible to it than it to us? From what secret regions of astronomy or time, from what ancient and incalculable twilight, had it reached this South American suburb and this precise night. (Borges 2007, 42) 
This creates an image of a being completely alien to Earth and beyond human understanding, which is Lovecraft’s stock in trade. Furthermore, these questions allude to some of the beings that appear in Lovecraft’s fictions. The character speaks of “secret regions of astronomy or time” (Borges 2007, 42), which reminds of beings such as the Great Old Ones “who filtered down from the stars” (Lovecraft 2001, 266) and of the Great Race of Yith from “The Shadow Out of Time,” who are able to mentally travel through time: 
I learned … that the entities around me were of the world’s greatest race, which had conquered time and had sent exploring minds into every age. I knew, too, that I had been snatched from my age while another used my body in that age, and that a few of the other strange forms housed similarly captured minds. (Lovecraft 2004, 359) 
Through this use of intertextuality, Borges suggests a similarity between his monster and Lovecraft’s creations. It is worth noting that the monster of the Argentinean’s tale is never actually described. The story closes with the protagonist not closing his eyes, but what he sees is never revealed. All that is known about the being has to be deduced from the objects found in the house:
There were many objects, or several interwoven ones. I now recall a long, U-shaped piece of furniture like an operating table, very high, with circular openings at the extremes. It occurred to me that this might be the bed used by the resident of the house, whose monstrous anatomy was revealed obliquely by this object in much the way the anatomy of an animal, or a god, may be known by the shadow it casts. (Borges 2007, 42)
The being that uses that bed is not human, but what its precise form is remains a mystery. This links up with the description that the protagonist of “The Lurking Fear” gives when he sees the monster’s shadow, quoted in the previous paragraph. Both monsters are suggested to be inhuman beings. There is an interesting difference between them, though. It is vital to reiterate here that the portion of “The Lurking Fear” that “There Are More Things” was probably influenced by was only the first chapter. This is important because, in the last chapter, Lovecraft’s character does truly see the being: “What I saw in the glow of my flashlight after I shot the unspeakable straggling object was so simple that almost a minute elapsed before I understood and went delirious. The object was nauseous; a filthy white gorilla thing with sharp yellow fangs and matted fur” (Lovecraft 2004, 81). It turns out that the monster that cast the shadow in the first chapter was just a gorilla-like being. After the mysterious description in the first chapter, the actual creature may very well be a disappointment to readers. Borges, however never reveals his horror, and so steers clear of this. As readers never learns what the character sees after the story ends, they have to make up their own minds and envision what the horror may have been; the results of this are probably much more terrible than a “white gorilla thing” (Lovecraft 2004, 81). 
Some of the themes of “There Are More Things” can be defined as Lovecraftian. The meaninglessness of life is something that Borges addresses as soon as the story begins. On the topic of his uncle’s death, the protagonist says: “I felt what we always feel when someone dies—the sad awareness, now futile, of how little it would have cost us to have been more loving. One forgets that one is a dead man conversing with dead men” (Borges 2007, 36). The second line of the quotation expresses a view also found in Lovecraft’s cosmicism: the idea that mankind is insignificant. Another theme, that of the nonsensical nature of the universe, is also Lovecraftian. The manner in which this idea is presented by Borges is best expressed by the following: “As a boy, I accepted those facts of ugliness [of the house] as one accepts all those incompatible things that only by reason of their coexistence are called ‘the universe’” (Borges 2007, 37). This idea is reinforced later in the story by the existence of the horror that lurks in the house, who defies all human understanding and meaning. All of this suggests that the universe knows no logic and no grand design; this is another idea also found in Lovecraft’s work, where no God stewards the universe and everything is ruled by chaos. This is well expressed by Lovecraft’s Azathoth, a being of whom is written in “The Dreams in the Witch House”: 
Eventually there had been a hint of vast, leaping shadows, of monstrous, piping of an unseen flute—but that was all. Gilman decided he had picked up that last conception from what he had read in the Necronomicon about the mindless entity Azathoth, which rules all time and space from a curiously environed black throne at the centre of Chaos. (Lovecraft 2004, 319)
Like God, Azathoth is said to govern time and space, but instead of being omniscient and wise, he is mindless, and his dwelling is not Heaven, but Chaos. In “The Whisperer in the Darkness,” he is even described as “the monstrous nuclear chaos beyond angled space which the Necronomicon had mercifully cloaked under the name Azathoth” (Lovecraft 1999, 251), which deanthropomorphises Azathoth, making him even less like God, and more like a personification of chaos. There is no order to be found in Lovecraft’s universe, only chaos, and this is also the case in “There Are More Things.”
There is, however, also a theme to be found in Borges’s story that is not Lovecraftian. As is the case in Lovecraft’s work, the question is asked what it means to truly understands the universe. This question, is, in fact, the core of “There Are More Things.” This can be deduced from the story’s title, which is the first portion of two lines from Shakespeare’s Hamlet: “There are more things in heaven and earth, Horatio, / Than are dreamt of in your philosophy” (1.5.166-167). Meaning, certainly in the context of Borges’s story, that there are things in the universe that are beyond mankind’s understanding. That this allusion is found in the story’s title suggests that this theme, the understanding of those aspects of the universe, is at the center of the tale. In Lovecraft’s work, as was discussed in the section of this thesis on Arthur Machen’s “The Great God Pan,” the truth of the universe can be understood by mankind, but doing so would have terrible consequences. Borges seems to have a more positive outlook on this. About the strange furniture found in the house, his character says: 
I will not attempt to describe them [the pieces of furniture], because in spite of the pitiless white light I am not certain I actually saw them. Let me explain: In order truly to see a thing, one must understand it. An armchair implies the human body, its joints and members; scissors, the act of cutting. What can be told from a lamp, or a automobile? The savage cannot really perceive the missionary’s Bible; the passenger does not see the same ship’s rigging as the crew. If we truly saw the universe, perhaps we could understand it. (Borges 2007, 41-42)
Borges seems to start from the same premise that Lovecraft and Machen use, that mankind does not truly understand the universe, and, like Lovecraft and Machen, Borges implies that this understanding is a possibility. However, the Argentinean’s words do not carry a message of doom like Lovecraft’s and Machen’s do, and the last line of the quotation could be read as an expression of longing for this understanding. This longing later culminates in the character’s choice to look at the monster, the result of which is left ambiguous. Perhaps it is useful to quote something that Andrew Hurley writes about two other stories in The Book of Sand, “The Mirror and the Mask” and “Undr”: 
If one were to pursue one’s “old man” theories of these stories, then that loss (or stripping away of all the words of poetry) that is repaid in infinitely greater gain would tell us that as the world turns and a man gains experience, what he learns (if he is lucky or temperamentally well-disposed) is that what counts is the essence, that which lies at the irreducible heart of things. (xi)
Perhaps the gaining of understanding that is discussed in “There Are More Things” can be looked at in a similar manner. The understanding of the truth of the universe is a positive thing, and those who experience it can in this way gain an understanding of the ultimate essence of all things. For Borges, there are indeed more things in the universe than humanity really knows and understands, and if mankind were to come to comprehend these things, it may not necessarily be a negative thing, which inverts an important theme of Lovecraft’s work.
It is clear that “There Are More Things” is influenced by Lovecraft. Borges successfully creates a Lovecraftian plot, character, horror, and themes. However, the theme at the core of the story actually carries a message opposite of what Lovecraft often wrote about: understanding the universe is not a destructive experience, but a rewarding one. As stated earlier, Borges suggests in his afterword to The Book of Sand that the story is a posthumous one of Lovecraft’s, created by Borges (Borges 2007, 95). Ultimately, however, he is wrong; at its core, “There Are More Things” is very much a story by Borges, not Lovecraft.
2.5 Michel Houellebecq
Michel Houellebecq was influenced by the writings of Lovecraft in a very important manner: they shaped his worldview. Houellebecq, “pronounced Well-beck” (Karwowski 40), was “born in 1958 on the French island of Réunion near Madagascar as Michel Thomas” (Rourke, par. 11). At the age of sixteen, he discovered H. P. Lovecraft: “Having discovered Lovecraft’s stories at the age of sixteen, I had promptly immersed myself in all his work that had been available in French” (Houellebecq 2006, 23). Of the effect of this discovery, Houellebecq writes in his essay on Lovecraft, H. P. Lovecraft: Against the World, Against Life: “To call it a shock would be an understatement. I had not known literature was capable of this. And, what’s more, I’m still not sure it is. There is something not really literary about Lovecraft’s work” (Houellebecq 2006, 34). The Frenchman was obviously greatly affected by his first reading of the works of Lovecraft. More insight into this is found elsewhere in the essay; Houellebecq describes the effect of Lovecraft’s tales on their readers, and there is no reason not to think that Houellebecq himself was not affected in the same way, as follows: 
Lovecraft’s body of work can be compared to a gigantic dream machine, of astounding breadth and capacity. There is nothing tranquil or discreet in his literature. Its impact on the reader’s mind is savagely, frighteningly brutal, and dangerously slow to dissipate. Rereading produces no notable modification other than that, eventually, one ends up wondering: how does he do it? (Houellebecq 2006, 42) 
Later, Houellebecq describes Lovecraft as a “generator of dreams” (Houellebecq 2006, 42). The implication of these things is that Houellebecq sees Lovecraft’s work as something that moves its readers to think new thoughts, dream new dreams. Houellebecq also states that “[i]n some cases, the jolt to the nerves upon a first reading [of Lovecraft] is immense. One may find oneself smiling all alone, or humming a tune from a musical. One’s outlook on existence is, in a word, modified” (Houellebecq 2006, 34).
Unlike King, who was affected by Lovecraft merely on a literary and professional level, Houellebecq was affected on a very personal level. This is also what can be gleaned from Against the World, Against Life. Ostensibly, it is an essay on Lovecraft’s life, work, and ideas. In his introduction to the essay, Stephen King defines it in the following manner: “Michel Houellebecq’s longish essay H. P. Lovecraft: Against the World, Against Life is a remarkable blending of critical insight, fierce partisanship, and sympathetic biography—a kind of scholarly love letter, maybe even the world’s first truly cerebral mash note” (King 2006, 9). In truth, however, the essay is not only that, but also an expression of the Frenchman’s own views. In an article on Houellebecq and Lovecraft, Lee Rourke writes:
But it is more than just one writer's “scholarly love-letter” to and for another, this book is something much deeper and is as much about its author, if not more, as it is its subject: it is Houellebecq's own fiery manifesto, a red hot poker thrust into the tender flesh of our literary climate, one young writer's burning letter of intent displaying a philosophical doctrine of his own making. (par. 5)
The contents of the essay are of a personal nature to Houellebecq. When he, for example, writes that “[a]dulthood is hell. … Perhaps Lovecraft could not become an adult; what is certain is that he did not want to. And given the values that govern the adult world, how can you argue with him? The reality principle, the pleasure principle, competitiveness, permanent challenges, sex and status—hardly reasons to rejoice” (Houellebecq 2006, 31), he goes beyond discussing Lovecraft, and even beyond taking his side, but actually states his personal opinion and lets that inform Lovecraft’s possible views. This personal nature is also underscored by an interesting admission by Houellebecq: “In hindsight, it seems to me I wrote this book as a sort of first novel. A novel with a single character (H. P. Lovecraft himself)—a novel that was constrained in that all the facts it conveyed and all the texts it cited had to be exact, but a sort of novel nonetheless” (Houellebecq 2006, 23). If it can indeed be considered a kind of novel, does that not amplify the author’s influence on its contents, and does that not transform it into a much more personal document than biographies usually are? This is what happened in Against the World, Against Life. In writing an autobiographical novel about Lovecraft, Houellebecq is writing about himself. Rourke comes to a similar conclusion: 
Michel Houellebecq has had the intelligence [others would say gall [note added by Rourke]] to disguise his [own personal manifesto] as a scholarly critique of another's oeuvre, concentrating on another person's desires, tools of the trade and frame of mind thus, craftily, removing himself from the picture - but, as they say, the clues are there and Houellebecq can be found lurking in the shadows on every page. (par. 6)
In short, Houellebecq did not simply write an essay on Lovecraft and his ideas, he also wrote an essay about his own view of the world, which was heavily influenced by Lovecraft.
So, what is this view of the world that is expressed in Houellebecq’s essay? In his introduction, King defines the thesis as being “that Lovecraft’s works stand against the world and against life” (King 2006, 14). This is indeed something that Lovecraft’s stories exude. Take for example this quotation from “Nyarlathotep”:
I half floated between titanic snowdrifts, quivering and afraid, into the sightless vortex of the unimaginable … A sickened, sensitive shadow writhing in hands that are not hands, and whirled blindly past ghastly midnights of rotting creation, corpses of dead worlds with sores that were cities, charnel winds that brush the pallid stars and make them flicker low. (Lovecraft 1999, 33)
Anyone who reads this cannot but come away with the sense that life and civilization are wicked things. The first line of “Facts Concerning the late Arthur Jermynn and His Family” is even: “Life is a hideous thing, and from the background behind what we know of it peer daemoniacal hints of truth which make it sometimes a thousandfold more hideous” (Lovecraft 1999, 14). Lovecraft’s negative opinion of the world and life can also be deduced from the fact that in his universe good can never triumph; inevitably, Cthulhu will rise and end humanity’s reign on Earth (Lovecraft 1999, 169). Clearly, Houellebecq is not wrong in his assertion about Lovecraft’s work. However, the Frenchman does not simply argue that Lovecraft’s work stands against the world and life; he argues that Lovecraft’s entire way of looking at existence was defined by these things. Many pages are spent studying Lovecraft’s life, his views on subjects as varied as sex, racism, and even the letter he wrote to possible employers. The essay goes far beyond Lovecraft’s work, and delves deep into the mind of the man who created it. 
Everything Houellebecq discusses informs his conclusion about Lovecraft’s nihilistic judgment of life. During his analysis of Lovecraft’s views of sex, he notes that it is a subject which Lovecraft found boring and banal (Houellebecq 2006, 59), and which he excluded completely from his work (Houellebecq 2006, 57) because “he felt [it] had no place in his aesthetic universe” (Houellebecq 2006, 59). Houellebecq’s observation about the absence of sex in Lovecraft’s work is astute, there is really no trace to be found. Even in tales that involve the interbreeding of different beings, such as “The Dunwich Horror,” the subject of sex itself is never raised. Houellebecq concludes: “One might well object that the very realities [of life and sex], ‘animal biology,’ that so bored him play an integral part in human existence, and that they in fact let the species survive. But he could not have cared less about the survival of the species” (Houellebecq 2006, 61). Furthermore, Houellebecq also looks into Lovecraft’s racism, which according to him plays a very large role in Lovecraft’s work (Houellebcq 2006, 108). For an illustration of this, “The Shadow Over Innsmouth” is well suited. In that story, the sources of horror are the Deep Ones and the hybrids that they beget with humans, which can easily be read as representing the perceived threat of other races and mixed-race children. After analyzing Lovecraft’s racist tendencies, Houellebecq writes: 
But in the presence of “Negroes” [Lovecraft] experiences an irrepressible reaction of his nervous system. Their vitality, their apparent lack of complexes or inhibitions, terrifies and repulses him. They dance in the street, they listen to music, rhythmic music… They talk out loud. They laugh in public. Life seems to amuse them, which is worrying. Because life itself is evil. (Houellebecq 2006, 113)
Houellebecq’s interpretations of Lovecraft’s views of sex, his reasons for racism, and every other aspect of his life and work that is discussed in the essay lead to a single conclusion:
Lovecraft felt the same way [as other horror writers], but he did not stop halfway; he was an extremist. That the world was evil, intrinsically evil, evil by its very essence, was a conclusion he had no trouble reaching, and this was also the most profound meaning of his admiration for Puritans. What amazed him about them was that they “hated life and scorned the platitude that it is worth living.” We shall traverse this vale of tears that separates birth from death; but we shall remain pure. [Lovecraft] in no way shared the hopes of Puritans; but he shared their refusal. (Houellebecq 2006, 117)
This, for Houellebecq, is the core of Lovecraft and his stories: a stand against an evil world, and a stand against life itself.
The nihilistic view that Houellebecq finds in Lovecraft is also his own. This view of life is expressed through his novels, and in this way, Against the World, Against Life is the key to his work:
Everything packed into this rather flimsy book sets out the intentions of his future literary output and now that these titles exist, it is easy to pinpoint the mythical comparisons and theoretical lineage embedded within Houellebecq's work from [Whatever] onwards. And for this reason alone it makes for unparalleled bravura and, more importantly, insightful reading not seen since Camus’ The Myth of Sisyphus. (Rourke, par. 5)
The protagonists of Houellebecq’s novels express the Frenchman’s negative view of life time and time again. Jerry Andrew Varsava writes in “Utopian Yearnings, Dystopian Thoughts: Houellebecq’s The Elementary Particles and the Problem of Scientific Communitarianism”: “In Whatever, the thirty-year old protagonist/narrator, a software engineer, delivers a pained soliloquy that any of Houellebecq's main characters might utter: ‘I don't like this world. I definitely do not like it. The society in which I live disgusts me; advertising sickens me; computers make me puke’ ([Houellebecq] 1999, 82)” (150). In his stories, Houellebecq takes the same stand as Lovecraft. This is also expressed through his treatment of death. According to the Frenchman, in Lovecraft’s work “life has no meaning. But neither does death. And this is another thing that curdles the blood when one discovers Lovecraft’s universe. The deaths of the heroes have no meaning” (Houellebecq 2006, 32). In Houellebecq’s own work, death is treated in the same manner. Rourke writes: “Death, as with Lovecraft, permeates throughout Houellebecq's fiction. Both seem to gain pleasure from its presence. Death is throwaway; it is the single and only inevitable outcome. Happiness can never be fully achieved because death is the final conclusion” (par. 24). Rourke then illustrates this with Houellebecq’s Platform: “The crux of [Platform] is the pursuit of love, an idea of love which is idiosyncratically Houellebecq's own, but love all the same. When the narrator Renault (a nod and a wink to Camus' very own cog in the system Meursault) falls in love with Valérie this brief moment of happiness is cruelly taken away. Death, it seems, governs all” (par. 24). Life and love can at any time be snuffed out, “[a]nd in [his treatment of death] we see Houellebecq at his most Lovecraftian” (Rourke, par. 24). What is interesting about Houellebecq is that he often communicates the view of life that he finds in Lovecraft in a manner that Lovecraft himself never would. In his essay, he posits that Lovecraft hated the adult world (Houellebecq 2006, 31), and Rourke argues that Houellebecq himself does so too, but that this is expressed differently:
[U]nlike Lovecraft, who unerringly hides from the adult world within life and his fiction, Houellebecq uses his own hatred of this same world, … as a battering ram within his fiction. Houellebecq hides from no one in his fiction. Whereas Lovecraft writes about the adult world being infiltrated and corrupted by other forces beyond our powers, Houellebecq dives head-first into our world and retrieves our failings, for all to see, from the bottom of a murky riverbed of gluttonous vanity and decrepit desires. (par. 13)
The two writers have the same view of adulthood, but express it in opposite ways. This is something that can often be found in Houellebecq’s work.
Houellebecq’s treatment of sex serves as a nice case study of his unLovecraftian expression of his Lovecraftian view of life. As noted already, there is no sex whatsoever to be found in Lovecraft’s stories, “he writes as though [it] did not exist” (Houellebecq 2006, 57). In the novels of Houellebecq, sex is everywhere (Rourke, par. 13). These things seem to express opposite values. However, what is key is that these two different treatments of sex have the same origin:
Whereas Lovecraft avoided sex at all costs in his fiction Houellebecq's is literally saturated with it. Sex, Houellebecq feels, is the one thing we cling onto in a modern world devoid of meaning. It is mechanical and primitive and we are obsessed with it. The sex scenes in both [Atomised] and [Platform] are Houellebecq's reaction to the same underlying principle behind Lovecraft's puritanical aversion to it. Houellebecq is as repulsed by its banality as Lovecraft was. (Rourke, par. 13)
Both writers view sex in the same manner, as banal. Rourke argues that Houellebecq’s portrayal of sex is actually very Lovecraftian in nature:
The sex scenes are mechanical, always from a male point of view, never complicated, never awkward and all parties are always complicit. Women never say no and men always rise to the occasion. It is not real. It is not how we perceive sex to be. It does not happen like this. It is as pointless as not having sex in a work of fiction at all - the paradox being it is Lovecraftian in design. It is a world as unreal as the demented landscapes in Lovecraft's own fiction. (par. 15)
For Houellebecq, sex, like all of life, is meaningless, which is exactly what he argues Lovecraft believed and expressed in his work (Houellebecq 2006, 61). The difference in the use of sex between Lovecraft and Houellebecq reminds of the same difference between Lovecraft and Machen. Like Houellebecq, Machen included quite a lot of it in his work, from a Victorian’s perspective, at least, while actually having a somewhat similar opinion on it as Lovecraft.
Lovecraft was an enormous influence on Houellebecq. The reading of Lovecraft’s work gave form to the Frenchman’s worldview, and he went on to express this view through his own writings. This is what happens in Against the World, Against Life, in which Houellebecq presents an interpretation of Lovecraft, his works, and his views that matches his own. Just how these views appear in Houellebecq’s stories shall be further explored in the next section, about his novel Atomised.

2.6 Atomised
Michel Houellebecq’s Atomised illustrates how the writer expresses his Lovecraft-influenced worldview through his work. The novel at first glance seems  unLovecraftian. In it, there appear no ancient civilizations, no strange aliens, and no invocations of beings such as Yog-Sothoth. It is completely unlike King’s “Jerusalem’s Lot” and Borges’s “There Are More Things.” Where those are Lovecraftian because of their plots and monsters, Atomised is Lovecraftian in a more important way: in the worldview that it expresses. The novel was originally published under the title Les Particules élémentaires; i.e., The Elementary Particles. The original title already suggests the Lovecraftian nature of the novel; it was taken from Against the World, Against Life: 
Few beings have ever been so impregnated, pierced to the core, by the conviction of  the absolute futility of human aspiration. The universe is nothing but a furtive arrangement of elementary particles. A figure in transition towards chaos. That is what will finally prevail. The human race will disappear. … Everything will disappear. And human actions are as free and as stripped of meaning as the unfettered movement of the elementary particles. Good, evil, morality, sentiments? Pure “Victorian fictions.” All that exists is egotism. Cold, intact, and radiant. (Houellebecq 2006, 32; my italics)
Houellebecq writes of Lovecraft here, but the quotation, and the essay as a whole, is the key to Atomised. The view of existence that Houellebecq observes in Lovecraft’s life and fictions, the view of the world that he himself subscribes to, is also what is communicated in Atomised. The novel is a work defined by the influence that Lovecraft had on Houellebecq: a stand is made against the world and against life. 
In very broad strokes, the plot of the novel is as follows: it tells the story of two half brothers, Michel Djerzinski and Bruno Clément, who have little in common. Michel grows up to become a “first-rate biologist and a serious candidate for the Nobel prize” (Houellebecq 2001, 3), while Bruno becomes a sex-obsessed failure. The two live completely different lives, and only meet a handful of times over the course of the novel. At the end of the story, after both experiencing many emotional hardships, Bruno interns himself in an asylum, while Michel makes a breakthrough in biology that changes the world, and then commits suicide. Clearly, the plot is not very Lovecraftian at all. This is, however, not important; the plot is secondary to the ideas and themes expressed in the story and the views and actions of the main characters. All of these things ultimately paint a picture of a rejection of life and of human society.
Humanity and its civilization are portrayed as things to be hated. Mankind is obsessed with a handful of things: sex, money and status, and the novel makes no secret of its negative judgment of these things. One way that this is point is made is through a story Burno tells about a man called David di Meola: “Once, at a party in Cannes … David had come face to face with Mick Jagger … Jagger was the biggest rock star in the world: rich, adored, cynical – he was everything David longed to be. To be seductive, he had to be evil, to be the perfect embodiment of evil – what the masses adored above everything was the image of evil unpunished” (Houellebecq 2001, 248). Di Meola embodies everything that is wrong with society from Houellebecq’s perspective; all he craves is sex, prestige and wealth. Throughout the novel, the values of modern society are rejected and shown to be void of meaning. Rourke posits:
[Atomised] is Houellebecq's philosophical attack on the emptiness of modern society and all that had led us to this moment, a sledge-hammer of a novel used with force to show us for who we are: a fragile species which vaingloriously denies our own mortality whilst blindly pursuing banal attempts at unearthing sexual gratification at all costs. (par. 2)
One of the things that Atomised attempts is to expose the corrupt nature of humankind. In the novel, Houellebecq suggests what must be done with humanity: it must be eradicated. Michel accomplishes this in the end; he effectively destroys mankind. He does this by inventing a procedure to clone and recreate living beings: “The practical consequences of this [discovery] were dizzying: … Every animal species, however highly evolved, could be transformed into a similar species, reproduced by cloning and therefore immortal” (Houellebecq 2001, 370). Eventually, this leads to the creation of a new race, without mankind’s lesser aspects: 
Men consider us happy; it is certainly true that we have succeeded in overcoming the monstrous egotism, cruelty and anger which they could not; we live very different lives. Science and art are still part of our society, but without the stimulus of personal vanity, the pursuit of Truth and Beauty has taken on a less urgent aspect. To humans of the old species, our world seems a paradise. (Houellebecq 2001, 378-379)
After laying bare all of humanity’s faults, Houllebecq creates his utopia, where humanity has been replaced by a better species. This is part of the Lovecraftian statement of the novel: humanity is evil, its values are corrupt, and it should be wiped out. Lovecraft accomplishes this by setting his monsters loose on the world; Houellebecq does so by having one of his characters, through science, discover a way to bring about the end of humanity.
The novel also presents a view of life itself that is inspired by Lovecraft. The novel enforces the ideas Houellebeq discusses in Against the World, Against Life. Throughout the novel, life is portrayed as something without meaning. Take, for example, the following quotation: 
‘Now,’ [Bruno] thought, ‘anything is possible.’ He had hardly done so when he realised that he was wrong. Though the possibilities were endless in his imagination … in reality his body was in a slow process of decay; Christiane’s body was too. Despite the nights when they were as one, each remained trapped in individual consciousness and separate flesh. (Houellebecq 2001, 241)
Life is nothing more than bodies in space, always inching closer to death. Life is meaningless and finite. This finite nature of life, and of all things, is also underscored at the end of the novel: “As the last members of this species are extinguished, we think it just to render this last tribute to humanity, a homage which itself will one day disappear, buried under the sands of time” (Houellebecq 2001, 379). Everything about life, humanity and even the species that will follow humanity, is transient, and all their acts and monuments will eventually vanish, as if they never were. A stronger statement about the meaninglessness of life is difficult to imagine. This same type of statement is found throughout Lovecraft’s work. Stories such as The Shadow Out of Time make it very clear that mankind is neither the first nor the last occupant of Earth, and that the races that come after humanity will in turn also pass: “After man there would be the mighty beetle civilization … But there would be other races after them, clinging pathetically to the cold planet and burrowing to its horror-filled core, before the utter end” (Lovecraft 2004, 360). Lovecraft’s influence on Houellebecq clearly shines through. Some of the statements about life made in the novel are even overtly Lovecraftian. Take, for example, the following:
The story of [the discovery of fossils of bacterial organisms] on Mars was a modest one. However, … this brief, feeble misfire brutally refuted all the mythological and religious constructs which had privileged the human race. There had been no unique, wondrous act of creation; no chosen people; no chosen species or planet, simply an endless series of tentative essays, flawed for the most part, scattered across the universe. It was all so distressingly banal. (Houellebecq 2001, 144-145)
This is reminiscent of Lovecraft’s cosmicist belief that human life is insignificant and that the universe does not care for it. A similar expression of life’s insignificance is found elsewhere in Atomised: “The grass on the riverbank was scorched, almost white; in the shadow of the trees, the river wound on forever in the dark green ripples. The world outside had its own rules and those rules were not human” (Houellebecq 2001, 334). Again Houellebecq makes the point that in the universe as a whole, human life is of no importance, and again he does this in cosmicist terms.
The nihilistic view of life presented in Atomised can also be gleaned by studying the similar representations of two important concepts in the novel: death and sex. The view of death can best be defined by the following quotation: 
Death is a difficult thing to understand; only reluctantly does a person face the reality of it. Michel had seen the body of his grandmother 20 years before … At first he was surprised by what he saw. His grandmother had been buried in a coffin, but among the freshly dug earth there were only fragments of broken wood, a rotting board and indistinct white fragments. When he realized what he was looking at he quickly turned his head and forced himself to look the other way, but it was too late … He understood. (Houellebecq 2001, 275)
Michel had expected that in death, his grandmother would remain the same, but instead discovers that she has wasted away. A similar concept is present later in the novel, when a woman Michel knows passes away: “And Annabelle, despite her beauty, had not known love either; and now she was dead. Her body now lay, useless, like pure weight in the light. They sealed the coffin” (Houellebecq 2001, 345). Death is the inevitable end result of life, and it is meaningless. Everyone will die, and when they do their lives will not mean anything anymore; they will only be corpses that eventually waste away. Through the meaninglessness of death, the meaninglessness of life is exposed. As discussed previously, Houellebecq views the role that death plays in Lovecraft’s work in the same way; in the universes of both men, it has no meaning (Rourke, par. 24).  In the previous section, the point was raised that sex can be found throughout Houellebecq’s oeuvre, and Atomised is no different. The lesson that Houellebecq learned from Lovecraft, that sex is meaningless, can also be observed in Atomised. When sex acts are described, it is usually in a graphic and detached fashion: “She took off her sweatshirt and lay across the bed. She placed it under her buttocks and spread her legs. Bruno started licking around her cunt for a while before tonguing her clitoris in short, quick strokes” (Houellebecq 2001, 167). Sex, in Houellebecq’s universe, is banal and pointless; it warrants no special place in the world and is viewed in a clinical manner. Furthermore, late in the novel, a view of sex is presented which is unmistakably negative: “…when that happened sexuality would be seen for what it really was: a useless, dangerous and regressive function” (Houellebecq 2001, 320). Earlier, it was already discussed that for both Houellebecq and Lovecraft, sex is a negative and banal thing, and Atomised bears this out. For both men, this view is a denial of life; sex is not interesting because life is not interesting. So, two of the things that mankind normally puts much emotion into, death and sex, are portrayed in Atomised as being without meaning, and in this way the Lovecraftian message about life that is communicated in the novel is underscored.
The worldview of Houellebecq is also expressed through the main characters, Michel and Bruno. These half brothers are two sides of the same coin. They are vastly different in many ways, but ultimately their lives and thoughts express the same nihilistic view of life. To begin with the former brother, early on in the novel is written: “Human reality, Michel was beginning to realise, was a series of disappointments, bitterness and pain” (Houellebecq 2001, 77). This echoes the opening line of the first chapter of Against the World, Against Life: “Life is painful and disappointing” (Houellebecq 2006, 29). Michel is a kind of avatar of the viewpoint that Houellebecq attributes to Lovecraft. Michel’s entire existence is a rejection of life. As stated, he is successful and intelligent, but this is only the surface. In truth he believes that life has no meaning: 
He was surprised at how miserable he felt. Far removed from Christian notions of grace and redemption, and hostile to the concepts of freedom and compassion, Michel’s world view had grown pitiless and mechanical. Once the parameters for interaction were defined, he thought, and allowing for initial conditions, actions took place in an empty pitiless space; each inexorably predetermined. What happened was meant to happen; it could not be otherwise; no one was to blame. (Houellebecq 2001, 104)
This what Michel believes, and it is an extremely Lovecraftian way of looking at the world. For Lovecraft too, the universe is mechanical and uncaring, and nothing in existence matters or has meaning. Michel is utterly uninterested in life and humanity; throughout the novel, he isolates himself from society, and when he does “[feel] the need for a companion, something to welcome him home in the evening” (Houellebecq 2001, 13), he takes a white canary as a pet. Michel’s reaction when the canary dies is telling: “After some thought, he put the bird’s body into a plastic bag and dumped it in the rubbish chute. What was he supposed to do? Say mass?” (Houellebecq 2001, 14). So, even when the one companion he has allowed himself passes, he deals with it in a detached manner. Michel’s disinterest in life is also made clear when it is mentioned that, while “[a] man in a mid-life crisis is asking only to live, to live a little more, a little longer. Michel …. had had enough; he could see no reason to go on” (Houellebecq 2001, 23). At certain moments, he even becomes hostile to life: “But, as he watched [The Animal Kingdom on television], the unshakeable conviction grew that, taken as a whole, nature was not only savage, it was a repulsive cesspit. All in all, nature deserved to be wiped out in a holocaust—and man’s mission on earth was probably to do just that” (Houellebecq 2001, 38). Also important is that Michel is virtually completely sexless; or, as it is put early in the novel: “[H]e used his cock to piss, no more” (Houellebecq 2001, 21). Even when he does have sex, it is an empty experience: “She had just split up with her husband, she confided as Michel struggled with the clasps [of her bra]. After that, everything went normally; he was surprised to discover that he could get a hard-on and even ejaculate inside this woman’s vagina without feeling the slightest pleasure” (Houellebecq 2001, 149). Michel’s sexless nature is also the view of sex that Houellebecq sees in Lovecraft: it is of no interest whatsoever. In this way too, Michel rejects life. Furthermore, there is a moment in the story that Michel literally does so, in a dream: 
Last, he saw the mental aggregate of space and its opposite. He saw mental conflict through which space was structured, and saw it disappear. He saw space as a thin line separating two spheres. In the first sphere there was being, then space, and in the second was non-being and the destruction of the individual. Calmly, without a moment’s hesitation, he turned and walked towards the second sphere. (Houellebecq 2001, 282)
Michel is offered a choice between existence and non-existence, and chooses the latter option. His entire character revolves around this nihilistic choice.
Bruno is almost a complete inversion of Michel. Whereas Michel is sexless, Bruno is obsessed with it. One of the many passages from the novel that make this clear is the following: “After all, he thought hopefully, the squaw from last night was more or less fuckable. In fact, her big, sagging breasts were perfect for a tit wank; it had been three years since his last time. Bruno had always liked jerking off between a girl’s tits, but whores did not really go for it” (Houellebecq 2001, 121). Also, unlike Michel, Bruno immerses himself in society, always with the greater goal of finding people to have sex with:
He had asked her the brochure [about the place]. It looked good: friendly, open-minded, he got the picture. One statistic particularly attracted his attention: in July-August of the previous year, 63 per cent of visitors to the [Lieu du Changement] were female. That was almost two women too every man: an excellent ratio. He decided to check it out, and booked a week there in July; especially as camping would be cheaper than going on a club Med holiday. (Houellebecq 2001, 121)
For all his attempts to have sex, however, he rarely succeeds and often only finds relief through masturbation. These things paint a decidedly unLovecraftian picture. However, at the core of Bruno’s character lies the Lovecraftian emptiness that Houellebecq believes in:
Bruno knew he would never be accepted by the hippies … At night, he dreamed of gaping vaginas. It was about then that he began reading Kafka. The first time, he felt a cold shudder, a treacherous feeling, as though his body were turning to ice; some hours after reading The Trial, he still felt numb and unsteady. He knew at once that this slow-motion world, riddled with shame, where people passed each other in an unearthly void in which no human contact seemed possible, precisely mirrored his mental world. The universe was cold and sluggish. There was, however, one source of warmth – between a woman’s thighs; but there seemed no way for him to reach it. (Houellebecq 2001, 70)
His view of life is one of terrible emptiness, and in this way he is just like Michel. The difference is that Michel acts on this view by embracing it, renouncing life and everything concerned with it, while Bruno attempts, futilely, to live. The difference between the brothers can be illustrated by comparing their dreams. Michel’s dream was detailed in the previous paragraph. A dream that Bruno has is reported as follows: 
He was a piglet, his body fat and glabrous. With the other little piglets, he was sucked by a vortex into a vast, dark tunnel, its walls rusted … As they plunged deeper, he could hear the dull sound of machines in the distance. He began to realize that the vortex was pulling them towards turbines with huge, razor-sharp blades. Later, he saw his severed head lying in a meadow below the drainage pipe … The grass seemed to stretch out forever. Huge cogwheels turned under a metallic sky. Perhaps this was the end of time; at  least the world that he had known had ceased to exist. (Houellebecq 2001, 160-161)
The difference between the dreams drives home the difference between the men. Michel makes a conscious decision to reject life; Bruno, like the rest of humanity, is unwillingly pulled down into non-existence and is torn apart. The end result is the same, but the roads that they take are different. In this manner, both characters react to the meaningless nature of life. Michel makes his stand against it, while Bruno struggles in vain to escape it, only to be swallowed whole. For Lovecraft, certainly from Houellebecq’s point of view, this was how the world was; life is a terrible thing that needs to be resisted and rejected (Houellebecq 2006, 117). Michel strives to do this, while Bruno is trapped in the horrible world that Lovecraft despised.
In short, the influence that Lovecraft had on Houellebecq is on full display in Atomised. Through this novel, the Frenchman takes a stand against what he perceives to be the corrupt nature of human society and against the evil that he sees embodied in life itself. Human life is temporary and meaningless, but also a horrible thing; human society must be eradicated and replaced by something better. The novel is a tool for Houellebecq to put forth his Lovecraft-inspired worldview, and for him to take the nihilistic stand that he believes Lovecraft took.
Conclusion
This thesis was about the influence that elder writers had on H. P. Lovecraft, and the influence that Lovecraft has on younger writers. It has become clear that Lovecraft did not create his stories ex nihilo; he was influenced by others in their creation. It has also become clear that at least two of the three writers of whom there was reason to believe that they were influenced by Lovecraft were indeed affected by him.
Edgar Allan Poe probably influenced Lovecraft more than any other writer. Lovecraft discovered him at a young age, and the Bostonian’s influence permeates virtually his entire oeuvre. It could be said that it was Poe who made Lovecraft the writer he would become. In Poe’s “The Black Cat,” multiple concepts and ideas can be found that may have influenced Lovecraft’s own stories. Arthur Machen too was an important influence on the writer from Providence. The Welshman’s stories introduced Lovecraft to expanded versions of his own ideas, and moved him to rework them. Machen’s “The Great God Pan” is one of those stories. The reading of that tale directly inspired Lovecraft’s “The Dunwich Horror,” and it also presented him with a certain vision of the nature of reality. Lord Dunsany was also of very great influence on Lovecraft. After reading the Irishman’s stories, Lovecraft for a time decided to write in Dunsany’s genre and style. Dunsany played an important role in Lovecraft’s literary development because it were his tales that taught Lovecraft how to express his philosophy through his work. The Irishman’s “Idle Days on the Yann” is one of the stories that influenced Lovecraft. It inspired “The White Ship,” and its influence can also be found in many of Lovecraft’s other tales. Each of these writers influenced Lovecraft in different ways: Poe made him who he was, Machen showed him expanded versions of his own ideas, and Dunsany allowed him to express his worldview.
Stephen King really owes everything to Lovecraft. In the same way that Poe made Lovecraft into a horror writer, it was Lovecraft who made King into one. However, no matter how much influence Lovecraft had on King’s literary origins, and no matter how much of his influence can be observed in some of his stories, King is still a writer with his own unique view of the world, and that view is decidedly unLovecraftian. Whereas Lovecraft’s stories are informed by his cosmicism, King bases what he writes on his own religious and moral beliefs. This can be observed in “Jerusalem’s Lot,” a pastiche of Lovecraft’s fiction. On the surface, the tale is Lovecraftian, but when it is examined, it is revealed that the philosophy behind the story is King’s. This is what is important, of course; the surface level is only that, while the true contents of the story is what ultimately matters. 
Jorge Luis Borges is a difficult case in the context of this thesis. On the one hand, his stories contain many elements also found in Lovecraft’s work, and the fictions of the two men are in many ways quite similar. On the other hand, while Borges was familiar with Lovecraft, it cannot be proven that Lovecraft directly influenced him in the creation of his stories. One story of Borges’s that Lovecraft definitely did inspire, however, is “There Are More Things.” This story is dedicated to him by Borges, and is on the surface, Lovecraftian. However, the question that is at the heart of the story, which deals with what it means to understand the universe, is, in truth, unlike anything Lovecraft would ever write about; Borges’s own views are at the core of “There Are More Things.”
Michel Houellebecq was enormously influenced by Lovecraft; he shaped the Frenchman’s worldview. Houellebecq wrote H. P. Lovecraft: Against the World, Against Life, an essay in which he examines Lovecraft’s life, stories, and views. The conclusion he reaches is that Lovecraft’s entire being and oeuvre revolve around the making of a stand against life and society, two things that are intrinsically evil. In truth, Houellebecq was not merely writing about Lovecraft. Against the World, Against Life is a manifesto in which he explains his own worldview, through an examination of the life and stories of Lovecraft, who directly inspired it. Houellebecq’s worldview is on full display in Atomised, which takes place in what can only be described as a Lovecraftian universe, where things such as life and death are meaningless.
These three cases suggest three different conclusions. King read Lovecraft, and it set him on the course to become a horror author. Houellebecq read Lovecraft, and it gave shape to his view of the world. Borges is really the odd man out. He was familiar with Lovecraft, but the results that this yielded are difficult to trace. He may indeed have been influenced, but more research is needed to say for sure.
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